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ABSTRACT
“Cultures of Migration: Race, Space, and the Politics of Alliance in U.S. Latina/o Print 
and Visual Culture, 1917-1939” assembles and reads a new archive of urban Latina/o literature
—poetry, fiction and creative narratives by New York-based writers such as Jesus Colón, Frank 
Martínez, and Onofre S. Belloso and writers in San Francisco such as Julio Arce, Isabel Pinzón 
Castillo, and Ella Ruth Rostau—to demonstrate that intraethnic and interethnic struggles for 
racial, gender, and economic justice have structured urban Latina/o cultural formations since the 
1900s. Placing the works I recover in conversation with early Hollywood film and modernist and 
realist narratives about transnational migration by John Dos Passos, John Steinbeck, and 
Langston Hughes, I argue that early twentieth-century Latina/o writers reformulated melodrama 
and romance genre conventions to radically re-imagine forms of affiliation and collaboration 
among urban Latina/o, African American, and Asian migrants. Early twentieth-century Latina/o 
print culture, I show, figures affective and non-reproductive bonds as the basis for intraethnic 
and interethnic alliances for social and political change, displacing heteronormative national and 
familial tropes of affiliation common to melodrama and romance. 
“Cultures of Migration” develops a translocal method of reading to recover the 
ideological and genre innovations of early U.S. Latina/o print culture, from which I argue that 
early Latina/o fiction portrays intraethnic and interracial political formations that are less 
historical outcomes than daily acts of affective recalibration, solidarity and collaboration. In 
tracing Latina/o articulations of affiliation and alliance, this dissertation aims to show how 
shifting configurations of race, gender, sexuality, ability and class structure historical and, by 
extension, future struggles to collectively challenge the uneven distribution of power across local 
U.S. urban landscapes and the Americas more broadly.
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Suicidal indifference has defeated many good causes; and, our only way out is by a 
feeling of mutual attachment […] hate, prejudice, pride and personal ambition should be 
discarded as they do not belong in a fight for our own social, economic, and political 
betterment. 
--Frank Martínez, The Tragedy of the Puerto Ricans and the Colored Americans 
(1935)
In 1935, Frank Martínez, a Puerto Rican political organizer in Harlem, published 
a pamphlet,  The Tragedy of the Puerto Ricans and the Colored Americans, to encourage unity 
among Puerto Rican and African American residents of New York City. While a formal political 
coalition  did  not  develop  during  the  1930s,  Martínez's  call  for  Puerto  Rican  and  African 
American  residents  of  Harlem  to  build  a  “feeling  of  mutual  attachment”  across  cultural 
boundaries  foregrounds  how  early  twentieth  century  transnational  migrants  represented 
interethnic alliance as more than a coalition built on the identification of common political goals. 
As I show in this dissertation, early twentieth century Latina/o migrant literature in New York 
and  San  Francisco  portray  interethnic  and  intraethnic  affiliations  as  a  problem  of  building 
affective relationships that traverse social and spatial boundaries. The articulation of coalition 
and  affective  affiliations  in  early  twentieth  century  urban  Latina/o  print  culture,  as  I  will 
elaborate, points to historical cultural formations and potential political futures built on strategic 
affiliations  that  take  into  account  the  legacies  of  imperialism  and  social  forces  of  gender, 
sexuality, race, ability, and class.
Martínez's pamphlet did not engage with questions of interethnic alliance in isolation. 
The Tragedy of the Puerto Ricans and the Colored Americans participates in a broad dialogue 
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about the terms and practices of solidarity and alliance in urban spaces where multiple migrant 
formations  negotiated  national,  racial,  and  gender  hierarchies. During  the  early  twentieth 
century, New York and San Francisco, the two most prominent U.S. port cities, served as sites 
for cultural and political exchange among transnational migrants. Puerto Rican, Cuban, South 
American  and  Central  American  migrants  joined  Mexican  exiles,  Californios  and  Mexican 
Americans in building a vibrant bilingual press, literary culture, and theatre circuit in both New 
York and San Francisco. “Cultures of Migration” assembles a new archive of Latina/o creative 
narratives, fiction, poetry, and essays published in New York and San Francisco to examine how 
early Latina/o migrant texts articulate the politics of alliance among the various Caribbean, Latin 
American,  and  U.S.  migrant  populations.  I  ask  questions  about  the  aesthetic  and  formal 
dimensions of migrant texts in conjunction with questions about the ways that migrant texts link 
race, class, gender, sexuality, and ability to the production of affiliation and alliance within urban 
space. What are the terms of intraethnic and interethnic alliances among San Francisco migrants 
in migrant print culture? How do these texts link and/or revise national, gender, class, and sexual 
protocols  within  a  location  structured  by  overlapping  histories  of  colonialism  and  racial 
hierarchies? What are the tensions and limits to the intraethnic collectivities and global political 
networks that the texts imagine? And what are the implications of the study of early twentieth 
century articulations of intraethnic  and interethnic alliance for Latina/o Studies,  Gender and 
Women's Studies and U.S. Literary Studies? 
By centering the representation of intraethnic relationships and interethnic encounters in 
early twentieth century Latina/o popular fiction, poetry, and narratives, “Cultures of Migration” 
recovers  the  heterogeneity  of  early  twentieth  century  Latina/o  cultural  formations.  Migrant 
poetry and essays often deployed national tropes and heteropatriarchal constructions of affinity 
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when representing U.S. transnational formations in New York and San Francisco. In a number of 
Latina/o short stories and novels, however, national and family paradigms of alliance fall short 
of galvanizing collective struggle among Latina/o, as well as adjacent, migrant formations in 
New York and San Francisco. For example, fiction and creative narratives by New York-based 
Caribbean  feminists  and  West  Coast  Central  American  women  migrants  illustrate  an 
ambivalence  about  the  ability  of  heteropatriarchal  and national  configurations of  alliance  to 
provide a basis for migrants to negotiate an urban landscape structured by racialized class and 
gender  hierarchies.  Like  Martínez's  pamphlet,  fiction  and  creative  narratives  by  migrant 
feminists figure the affective dynamics of migrant bodies as crucial to alliance. By tracing the 
various tropes  and paradigms of  alliance  represented  in  Latina/o  print  culture,  “Cultures  of 
Migration”  recovers  how  migrants  theorized  the  political  implications  of  and,  at  times 
challenged, national and heteropatriarchal configurations of affiliation and belonging. 
“Cultures  of  Migration”  also  makes  a  broader  argument  about  the  heterogeneity  of 
Latina/o historical subjects moving through the Americas. My research attends to the ways that 
representations of migrants in Latina/o print  culture reflect  and address the multiple axes of 
power within U.S. metropoles. In particular I attend to the politics of temporal scales, space and 
place in representations of migrant sexuality, racial identifications, and gender performances. For 
example, Chapter Two examines how the bilingual editorials, poetry and short stories in Gráfico 
(1927-1933),  a  migrant  newspaper  published in  New York City,  depicts  migrant  women as 
subjects  moving  in-between,  across  and  out-of-step  with  the  linguistic,  racial  and  gender 
hierarchies  structuring  the  city.  Without  an  analysis  of  the  temporal  and spatial  dimensions 
migrant writers attributed to the production of social categories, it would be difficult to address 
how texts  figured  gender  and  sexuality  as  categories  to  be  both  critiqued  and  strategically 
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deployed in the right time and place. By examining how texts depicted gender and sexuality as 
generating and emerging from particular conditions and spaces,  my project  emphasizes how 
migrants'  theories and portrayals of intraethnic and interethnic alliances address the multiple 
axes of power and the multiplicities of migrant gender and sexual formations within Latina/o 
social formations.
To foreground how  the particular locations and historical  context of Latina/o cultural 
production  structure  representations  of  Latina/o  subjects  and  political  formations,  I  have 
assembled  and  organized  an  archive  of  early  twentieth  century  Latina/o  print  culture  and 
intertexts that privileges what Lisa Lowe has described as the “horizontal relationships” among 
subaltern  subjects  and  cultural  production  (64).  Lowe  argues  that  the  uneven  histories  of 
racialization in the United States require scholars to analyze how texts and subjects reflect the 
“contradictions” linked to the “material  conditions of a specific historical moment” (67).  By 
attending to the particularities of subaltern formations, Lowe explains that scholarship will avoid 
the  homogenizing  effects  of  projecting  vertical  (hierarchical  and  generational)  relationships 
among subaltern subjects and texts. “Cultures of Migration” enacts a horizontal study in two 
ways. I examine how the articulation of intraethnic and interethnic alliances in Latina/o print 
culture  engages  in  a  dialogue  about  the  potential  and  limits  of  intraethnic  and  interethnic 
relationships within hierarchically structured urban landscapes during the 1920s and 1930s. On 
the other hand, the archive that  the dissertation assembles and analyzes also emphasizes the 
“relations of parts” rather than enacting a literary history of the “whole”  (Lowe 35). Through 
the texts that I have selected and my organization of the chapters, I argue that the particularities 
of local racial, class, gender, and national concerns in Latina/o texts demonstrate the variation 
and often incommensurabilities of Latina/o pasts with scholarly masternarratives about Latina/o 
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political imaginaries, early twentieth century feminist formations and histories of U.S. literary 
production. 
“Cultures  of  Migration”  stresses  the  importance  of  heterogeneity  and  horizontal 
relationships in  order  to  re-conceptualize how we understand the  migrant  past  and political 
future. My dissertation encourages further exploration of how we might craft Latina/o literary 
methodologies,  feminist  modes of analysis and U.S. literary histories that  better  account for 
subjects and texts, and in particular gendered, sexual and racial formations, difficult to trace 
when using conventional genealogical and monolingual frameworks. I hope to make clear how 
the politics of alliance in early twentieth century Latina/o print culture provides a useful archive 
for exploring the limitations and emancipatory potential of intraethnic and interethnic coalition 
building.
The Politics of Alliance
My study of early twentieth century Latina/o cultural workers' articulation of the politics 
of  intraethnic  and  interethnic  alliance  joins  a  broader  conversation  about  the  social 
configurations  organizing  political  relationships  among  Puerto  Rican,  Mexican,  and  Latin 
American migrants in the United States. Scholarship in Chicana/o Studies, Puerto Rican Studies, 
and  now  Latina/o  Studies  has  primarily  addressed  pan-ethnic  imaginaries  and  intraethnic 
alliances among  Chicana/os, Mexican Americans, Puerto Ricans, Salvadoran Americans, and 
other  Hispanophone migrants as  a  practice  and  expression  of  latinidad (“Latinness”).  Felix 
Padilla (1985) and Juan Flores (2000) have argued that  latinidad can function as a politically 
strategic  pan-ethnic  consciousness  linking  the  historical  and  lived  experiences  of  different 
Hispanophone national groups within the United States. Latinidad, in the formulation offered by 
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Padilla and Flores, does not replace Chicano or Puerto Rican cultural and political nationalisms, 
but grows out of a recognition of the cultural,  economic,  and political  positionalities shared 
among nationally identified groups in  the United States.  As a  pan-ethnic  consciousness and 
politicized identity, latinidad links nationalisms and local modes of affiliation such as family to 
form a broader political formation. 
Recent work by Milagros Ricourt  and Ruby Danta (2003), Arlene Dávila (2004) and 
Patricia Price (2007) has analyzed in more detail the daily production of  latinidad  in the late 
twentieth century and early twenty-first century. In their study of recent migrants in Queens, 
New York, Ricourt and Danta have argued that pan-ethnic collectivities emerge as a result of 
spatial and situational everyday practices and institution-building projects. Dávila's study of the 
tensions and collaboration among long-time Puerto Rican residents and recent Mexican migrants 
living in East Harlem and Price's study of Latina/o street culture in Miami trace how latinidad is 
a  situational,  dynamic  practice  that  has  strategic  uses  and limits  within  neoliberal  contexts. 
When strategically as a framework for unity, latinidad, as Dávila and Price show, can encourage 
both coalitions among groups with different migration histories, citizenship status, and analyses 
of racial and class structures. However, as Dávila's analysis of the relationship among Puerto 
Rican and Mexican residents of East Harlem illustrates, latinidad can also reinforce hegemonic 
structures  of  power  under  neoliberalism's  management  of  multiculturalism  and  neoliberal 
“disavowals” of  ethnicity  as  a  site  of  legitimate political  struggle  (22).  Neoliberal  forms of 
latinidad  often  build  on  earlier  twentieth  century  modes  of  representation  that  Frances  R. 
Aparicio and Susana Chávez-Silverman (1997) have described as a “mythic  latinidad” or the 
tropes  in  popular  culture  that  repetitively  figure  Mexican  and  Caribbean  migrants  as 
representative of a homogenous, exotic, and “foreign” culture (8). U.S. popular culture, Aparicio 
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and Chávez-Silverman explain,  has  naturalized  this  mythic  latinidad  by circulating a  set  of 
tropes that “imbue a particular space, geography, group, or nation with a set of traits, images and 
values” marked as “Hispanic” or “Latin” (8). While the production of a mythic  latinidad  has 
obvious  consequences  for  Latina/o  participation  in  mainstream U.S.  popular  culture,  Dávila 
(2001, 2003) has shown that  the production a mythic  latinidad  has broader implications for 
Latina/o political projects. Dávila argues that twentieth century modes of multiculturalism and 
neoliberal  efforts  to  produce  a  new  “Latino”  consumer  base  have  co-opted  the  counter-
hegemonic configurations of latinidad.
The production of a  “mythic  latinidad”  through homogenizing  tropes and marketing 
strategies would appear to undermine the political saliency of latinidad. However Aparcio and 
Chávez-Silverman  (1997)  argue  that  tropicalizations  are  often  unstable  and  U.S.  Latina/o 
cultural productions can contest hegemonic discourses through re-appropriating and revaluing 
signs  through  self-tropicalizations.  An  oppositional  strategy,  self-tropicalizations  redistribute 
power by “resemantizing” the traits and values assigned to Latina/o communities and spaces 
(Aparcio and Chávez-Silverman 12). More recently Aparicio (2003), Jillian Baez (2007), Marta 
Caminero-Santagelo (2009) have proposed that a self-conscious engagement with latinidad can 
offer a method for exploring the “moments of convergences and divergences” in representations 
of complex, feminist subjectivities and cultural texts concerning differing Latina/o populations 
in  the United States  (Aparicio 93).  Or as  Juana  María  Rodríguez  (2003)  has  argued in her 
assessment  of  the  various  constructions  of  latinidad, approaching  latinidad as  a  critical 
framework and site  of  contradiction encourages “new meanings” and shows how a  “site  of 
rupture will itself serve as a new site of knowledge production” (22). 
“Cultures  of  Migration”  joins  Rodríguez  in  examining  the  contradictions  in  the 
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articulation of pan-ethnic collectivities and intraethnic alliances as a process generating a more 
nuanced history of Latina/o cultural formations and political practice. I show that debates about 
latinidad, as  an  imperial  ideological  framework  and  counter-hegemonic  practice  of  alliance 
among Latina/o migrants, have been taking place since the early twentieth century. Mexican, 
Puerto  Rican,  Salvadoran,  Colombian,  and  other  migrant  writers  regularly  published  short 
stories, creative narratives, poetry, and articles, ranging from celebratory to skeptical, about the 
ability  of  pan-ethnic  and  intraethnic  alliances  to  challenge  U.S.  racial,  class,  and  imperial 
structures.  While  highlighting  how  migrant  cultural  workers  have  debated  the  ability  of 
intraethnic alliance to challenge U.S. hegemony, my research exposes how the articulation and 
representation of intraethnic alliances in urban print culture can both reinforce and challenge 
gender and sexual codes. Attending to the contradictions, in-between spaces, and ambiguities in 
representations of gender performance, sexuality, and national identifications in migrant short 
stories, essays and poems, I show how popular migrant cultural  texts, at times, present pan-
ethnic consciousness and intraethnic alliance as transcending the nation and family as sites of 
affiliation and political production. Prose and visual narratives about affective relations among 
working class migrant men from Mexico and South America in San Francisco, for example, map 
an expansive framework for pan-ethnic and transnational collaboration against U.S. imperialism 
and urban economic structures.  Likewise,  I  read migrant  fiction depicting Puerto Rican and 
Salvadoran migrant  women's strategies for navigating urban space as texts  thinking through 
modes of social organization grounded in pan-ethnic solidarity and local collaboration rather 
than marriage and reproductive genealogies. 
By analyzing early twentieth century migrant print  culture's engagement with gender, 
sexuality, and processes of national identity formation as a central component of dialogues about 
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latinidad, “Cultures of Migration” models a feminist and queer method for reading articulations 
of pan-ethnic affiliations and alliances. As I trace how texts reconfigure migrant relationships 
and point to potential definitions of latinidad, each chapter marks the ways that representations 
of pan-ethnic and intraethnic alliances challenge nationalist,  heteropatriarchal forms of social 
organization while also, at times, projecting a uniform political subject position and community. 
A feminist and queer analysis of articulations of latinidad, I suggest, considers how the politics 
of alliance and affiliation impacts the boundaries of belonging and community. In particular, I 
argue that articulations of pan-ethnic and intraethnic alliance in early migrant texts also mobilize 
and rework discourses of racial and gender difference. Fiction, creative prose and poetry by early 
twentieth century Mexican, Puerto Rican, Salvadoran, and Colombian migrants, I show, often 
theorize  and  represente  intraethnic  alliances  as  relationships  built  in  contrast  to  interethnic 
affective relationships and interracial sexual encounters in New York and San Francisco. In this 
way,  “Cultures  of  Migration”  marks  how  race,  gender  and  sexuality  are  central  to  the 
imaginative  exploration  and  articulation  of  migrant  pan-ethnic  alliances  and  interethnic 
affiliations.
While analyzing discourses of  latinidad and representations of intraethnic alliances in 
migrant print culture, I also examine the portrayal of Latina/o migrants' relationships with other 
urban migrant formations. Analyzing migrants' representation of both intraethnic and interethnic 
relationships,  I   highlight  the  broad  range  of  past  and  potential  alliances,  affiliations  and 
coalitions among U.S. and transnational social formations. Puerto Rican Studies and Chicana/o 
Studies scholarship addressing cultural production in urban sites like New York, Los Angeles, 
and  Chicago  have  primarily  traced  the  political  formations  of  a  single  national  group  or 
narratives that place Puerto Rican, Mexican, Cuban, and Dominican cultures and characters in 
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conversation.  Latina/o  Studies  scholarship  that  does  address  Latina/o  cultural  production  in 
relation  African  American,  Asian  American  and Native  American  cultural  production  often 
places  individual  texts  in  conversation  rather  than  probe  how  Latina/o  cultural  formations 
represent other racial, national, and ethnic formations. For example, Marta Ester Sánchez (2005) 
shows how Puerto Rican, African American, and Chicano narratives published between 1965 
and 1995 disrupt  disciplinary  and cultural  boundaries  by  tracing  the  repetition  of  tropes of 
enslavement across the three literary formations. 
 The few studies of literary and visual representations of cross-cultural, interracial and 
interethnic  relationships among Latina/os,  African Americans,  Asian Americans,  and Native 
Americans  within  U.S.  urban  spaces  have  predominately  focused  on  late  twentieth  century 
cultural forms or locations outside of the United States. For example, Juan Flores (1997) has 
shown that late twentieth century Puerto Rican cultural practitioners in New York frequently 
draw from “other cultures caught in comparable processes of historical recovery and strategic 
resistance” to address the effects of post-industrial racialization and neloiberal state rhetorics of 
criminalization (183). In her study of the role of Nuyoricans in the development of hip hop in the 
1970s through the 1990s, Raquel Rivera (2003) traces the relationships among Puerto Rican, 
West Indian, and African American hip hop artists to show how Puerto Rican hip hop artists 
have “questioned the assumption that [puertorriqueñidad and  latinidad] do not intersect with 
blackness” (3). In terms of the representation of interethnic relationships within Chicano cultural 
formations,  Robert  Chao Romero (2010) has  recently  published a  study of  the  portrayal  of 
Chinese immigrants in Mexico and the recorded corridos and reprinted cartoons circulating in 
the U.S. and Mexico borderlands during the 1920s-1930s. Douglas Henry Daniels (2002) has 
analyzed  the  incorporation  of  black  music  and  representation  of  black  figures  in  popular 
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Mexican American music, in particular pachuco musical forms, during the 1940s.
The frameworks outlined by Flores, Rivera, Romero, and Daniels can be applied to early 
twentieth century Latina/o cultural forms in New York and Los Angeles, but require a more 
precise elaboration given the specific context and content of 1920s-1930s interethnic encounters. 
Ruth Glassner's history of early twentieth century Puerto Rican musicians and Adrian Burgos's 
analysis of Latino baseball  players during the 1920s to 1940s demonstrate that  processes of 
racialization in the early twentieth century catalyzed collaborations among Caribbean migrants 
and African Americans, even as the uneven application of racial categories often perpetuated 
social boundaries.  Frank Guridy (2009) has also recently shown that 1930s African American 
and Afro-Cuban writers in Cuba contested the definitions of cultural difference encouraged by 
imperial racial logics by producing Afro-diasporic identities that pivoted on affective exchanges 
across social and national borders. Glassner, Burgos and Guridy provide an important historical 
foundation for interrogating how migrant short stories, poetry and sketches framed interethnic 
and interracial encounters as a representational and political problem. Yet, as my analysis shows, 
New York and San Francisco migrants' articulation of alliance and migrants' representations of 
interethnic and interracial encounters engage in a complex process of defining racial difference 
through the portrayal of gender and sexual difference. “Cultures of Migration” joins Glassner, 
Burgos, and Guridy in tracing a more complex configuration of urban Latina/o communities, but 
also  explores  how migrants  theorized race,  gender,  and sexuality  through representations of 
transnational, interethnic and interracial migrant relationships. 
As I link early Latina/o articulations of  latinidad and intraethnic alliance to migrants' 
portrayal  of  interethnic  and  interracial  relationships,  this  project  draws  from  a  range  of 
scholarship in social movement theory and comparative racialization studies. In her study of the 
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interethnic dynamics in the emergence of the Third World Left in Los Angeles,  Laura Pulido 
(2006)  outlines  a  comparative  method  that  emphasizes  how the  differential  racialization  of 
Chicano,  Mexicano,  Japanese  American,  and African  American  communities  impacted  each 
groups' class position and consequently influenced their practice of radical politics during the 
1960s  and 1970s.  Claire  Jean  Kim (2003)  and Natalia  Molina  (2006)  likewise  offer  useful 
methodologies for analyzing how early twentieth century migrant print culture theorized and 
represented interethnic and interracial alliance. Kim's analysis of Korean and African American 
relations in Brownsville, Brooklyn during the 1990s outlines how racialization occurs through a 
process of “racial ordering,” or the construction of “a shared cognitive map” that organizes the 
distribution  and expression  of  power  among groups  (17).  Unlike  the  sense  of  linearity  and 
stability described by the term racial hierarchy, Kim clarifies that “racial ordering” emphasizes 
how the  racialization  of  one  social  formation  occurs  relative  to  other  groups.  Framing  her 
concept as an elaboration of Omi and Winant's discussion of historical processes of racialization, 
she explains that the history of racialization in the United States has resulted in a racial order 
framing Asian Americans as “inferior to Whites and superior to Blacks (in between Black and 
White)” while also casting Asian Americans as “permanently foreign and unassimilable (apart 
from Black and White)” (16). Although Kim focuses on Asian American and Black relations, the 
process of producing meanings of race that order Asian Americanness, Blackness and Whiteness 
can also be extended to the racialization of Latina/o social formations. Natalia Molina has shown 
that Kim's concept of racial ordering is a useful tool for exploring the history of the racialization 
of Mexican migrants during the 1920s and 1930s. Molina demonstrates that the early twentieth 
century  racial  order  of  Los  Angeles  positioned  Mexicans  at  a  higher  status  than  Chinese, 
Japanese,  and African American residents  of  the city.  In  Molina's  assessment,  the historical 
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racial ordering of Mexicans in Los Angeles affected the power relations among racialized groups 
and created  a  foundation  for  the  ways  that  1920s-1930s medical  discourse  generated  racial 
meanings that naturalized unequal Mexican and white power relations (8).
Pulido, Kim, and Molina model a useful approach to examining how different ethnic 
groups in urban spaces negotiate local power relations. Following Pulido, Kim, and Molina, I 
show how early twentieth century migrant texts engage in racial and class ordering in ways that 
both  reinforce  and  challenge  power  hierarchies  among  Puerto  Rican,  Mexican,  Central 
American, South American, AfroCaribbean, African American, and Chinese migrants in New 
York and San Francisco.  While early twentieth century Latino writers and periodical  editors 
often critiqued U.S. racial and class hierarchies, migrant fiction, creative prose, and poetry, at 
times, use rigid ethnic and racial definitions to trace the boundaries of pan-ethnic solidarity and 
interethnic alliance. However, migrants' analysis of imperialism and class hierarchies in the same 
texts and periodicals often call into question their own racial assumptions, creating a potential 
for the reconfiguration of racial meanings and interethnic relationships. Examining how early 
twentieth century Latina/o migrant writers in San Francisco and New York engaged in racial 
ordering  while  also  negotiating  an  urban  socio-economic  landscape  structured  by  racial 
hierarchies,  I  argue,  provides  a  more  nuanced  and  expansive  history  of  Latina/o  urban 
formations. Moreover, I show how racial  ordering occurs outside of the formal political  and 
historical archive that Pulido, Kim, and Molina examine. By tracing the ways that literary texts 
engage in racial ordering and articulating the terms of alliance, I show how expressive culture 
also functions as a  site where interethnic  and intraethnic  political  formations are  tested and 
reconfigured.  
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Migrant Archives and Translocal Feminist Methodologies
“Cultures of Migration”  foregrounds how racial ordering and discourses of gender and 
sexuality  structure  the  articulation of  alliance  and affiliation in  order  to  outline a  translocal 
method for assembling and analyzing a new archive of U.S. Latina/o feminist, queer and anti-
imperialist  social  formations.  My translocal  methodology builds  on  recent  work  in  Latina/o 
cultural studies and U.S. literary studies. Since the advent of the Recovering the U.S. Hispanic 
Literary  Heritage  Project  in  1993,  scholarship  on  seventeenth  century  to  twentieth  century 
Latina/o  literary  production  has  challenged  the  national  paradigms  structuring  U.S.  literary 
studies. Kristen Silva Gruesz (2002) has  traced the movement of texts and cultural producers 
across  the  Americas  during  the  nineteenth  century  to  demonstrate  not  only  how  literary 
production crosses borders, but also how narrow definitions of U.S. literary production ignore 
the  ways  that  Latin  American  and  Caribbean  writers  and  intellectuals  contributed  to  the 
development of U.S. “national” literature. Tracing the hemispheric circulation of texts, Gruesz 
argues,  also  has  implications  for  Latina/o  literary  history.  Addressing  the  genealogical  and 
reproductive valences of  “heritage” in the name of the Recovering the U.S. Hispanic Literary 
Heritage Project, Gruesz explains that a “revision [of literary history] requires a nongenealogical 
view of Latino identity grounded in a larger web of transamerican perceptions and contacts” 
(xii). In her assessment, attending to the ways that texts and intellectual communities function as 
cultural crosscurrents traversing time and space will produce literary and cultural histories better 
attuned to migrations and exchanges that exceed national and reproductive genealogical logics.
Following Gruez's analysis of the transamerican dialogues in U.S. and Latin American 
literature, Anna Brickhouse (2004), Jesse Alemán (2004) and Rachel Adams (2009) have shown 
how using  a  range  of  geographic  scales  such as  the  “hemisphere,”  “transamerica,”  and the 
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“continent” expose the complex networks of literary exchange and production grounding U.S. 
literary culture. “Cultures of Migration” participates in the reassessment of archival frameworks 
as  well  methodological  assumptions  by  using  the  concept  of  translocality  to practice  a 
methodology that attends to the ways that texts and migrant cultural producers circulate not only 
through neighborhoods and cities within and outside of the United States, but also traverse social 
boundaries. I use translocality to describe how texts and historical actors simultaneously produce 
and  participate  in  cultural  networks  that  exceed  the  nation,  the  state,  and  heteropatriarchal 
constructions of kinship. The range of complex identities, spaces and forms that emerge as a 
result of the cultural and economic exchanges within and among the local and broader regional, 
and global scales can be considered translocal. Or as Agustín Laó-Montes (2001) explains, a 
translocal analysis expands on the “politics of location” theorized by U.S. Women of Color 
Feminism to address location as “the multiple loci (class, gender, race, etc.) from which we 
enunciate” and “the various locales that we occupy in the social divisions of power and labor (at 
local,  national,  and global  scales)”  (14).  A translocal  framework,  unlike a  singular  scale  of 
analysis  like  the  “body,”  the  “hemisphere”  or  the  “continent,”  addresses  the  simultaneous 
production of different loci and the geographies of power that link the local to intimate, regional, 
national and global scales. 
By focusing on the production of translocal texts in two urban sites, my project delineates 
the  limits  of  transnational  and  regionalist  frames  of  analysis  to  suggest  that  analyzing  the 
translocal dimensions of tropes, representations and discourses attends to the varied ways that 
narratives simultaneously imagine and intervene in local,  national  and extranational political 
projects.  Through a combination of original archival research and an extensive re-reading of 
periodicals  recovered  through  the  efforts  of  Nicolás  Kanellos  and  the  Recovering  the  U.S. 
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Hispanic Literary Heritage Project, I examine overlooked fiction and creative prose and poetry 
frequently studied as examples of different diasporic histories rather than historically discrete or 
locally-specific  narratives.  I  analyze  these  narratives  as  imaginative  archives  of  particular 
moments  in  New  York  and  San  Francisco  rather  than  framing  them  as  constitutive  of  a 
transhistorical,  diasporic  Puerto  Rican  national  history,  Chicano/a  pre-history  or  domestic 
African  American  literary  tradition.  As  I  trace  the  local  particularities  of  these  narratives, 
however,  I  also  show  how  the  articulation  and  representation  of  intraethnic  alliances  and 
interethnic encounters reflect structural patterns and impact regional and global trends. “Cultures 
of Migration” shows that new cultural histories become tenable when scholarship displaces the 
transhistorical idea that narratives by and about migrant subjects who live in different historical 
periods  contribute  to  the  development  of  a  coherent  literary  tradition,  social  movement  or 
diasporic community. Using a translocal frame, I show that revisiting and creating a broader 
archive will reveal a complex network of relationships that exceed archives constructed through 
discrete scalar frameworks, national logics, and reproductive tropes.
While tracing the translocal dynamics of cultural production, I also draw on translocality 
as  a  paradigm  for  analyzing  the  multiscalar  dimensions  of  social  categories  like  gender, 
sexuality,  race,  class  and  ability  in  Latina/o  print  culture.  In  particular,  my  project  uses 
translocality  to  elaborate  the  spatial  dynamics  of  intersectionality.  Developed  by  Kimberlé 
Crenshaw (1989), intersectionality describes the ways that gender, sexuality, race, ability and 
class are experienced and defined in relation to each other. Literary studies by Rita Keresztesi 
(2005) and  Cherene Sherrard-Johnson (2007)  have shown how early twentieth century fiction 
and  autobiographies  concerning  European  immigrant  woman  and  African  American  female 
migrants mobilize discourses of race and sexuality to produce an understanding of im/migrant 
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womanhood as both a site of regulation and a gendered class formation facilitating assimilation. 
In these studies, gender, race, and sexuality operate as co-constitutive categories fundamental to 
the literary production of female im/migrant archetypes. As I analyze the articulations of alliance 
and affinity in urban Latina/o print culture, I refine intersectionality by exploring how writers 
and cultural producers strategically deploy varying and often contradictory representations of 
social categories to undermine the production of a static model of im/migrant womanhood and 
normative assumptions about Latina identities and bodies. Emphasizing the liminal, transitive 
and spatial  valences of  migrant  representations of  gender,  sexuality  and ability,  I  practice a 
translocal analysis of how texts and historical actors simultaneously produce and participate in 
cultural networks that exceed the nation, the state, and normative definitions of social categories 
like gender, sexuality, ability, and race. In Chapter Two and Chapter Four, for example, I use a 
translocal  framework  to  trace  how 1920s  Latina/o  print  culture  figures  migrant  women  as 
paradigmatic of the ways that class hierarchies and U.S. processes of racialization converge with 
gender and sexual codes to structure access to resources across urban sites in the United States, 
the Caribbean, and Central America. I trace how early Latina/o texts depict migrant women as 
subjects  moving  in-between,  across  and  out-of-step  with  the  linguistic,  racial  and  gender 
hierarchies  structuring  the  city.  In  Chapter  Three,  I  analyze  the  multiscalar  valences  of 
homosocial  and  patriarchal  modes  of  affinity  and  difference  in  a  set  of  literary  and  visual 
portraits of black migrant masculinity by Frank Martínez, Claude McKay and Langston Hughes. 
I use a translocal framework to draw attention to the imbrication of scales in the production of 
racial, class, gender, and national meanings and spaces. By tracing the shifting configurations of 
bodies and community in particular locales and across social categories, I am better able to show 
that early Latina/o print  culture in the United States centered affective and non-reproductive 
17
bonds,  rather  than  solely  national  or  familial  tropes  of  affiliation,  in  order  to  imagine  new 
intraethnic and interethnic projects for social and political change. 
While offering a methodology for addressing shifting articulations of social categories 
and more expansive  social  formations,  translocality,  I  argue,  also  provides a  framework for 
reorienting the study of modern urban space in both Latina/o literary study and Gender and 
Women's Studies. My project examines in-depth the multiple contours of early twentieth century 
Latina/o articulations of affiliation and alliance by analyzing Latina/o texts produced in two 
distinct places: New York City, popularly described during the 1920s as the “Metropolis of the 
East,” and San Francisco, the “Metropolis of the West.”1 I show that, like Raymond Williams's 
analysis  of  London,  the  first  “metropolis,”  urban  development  coincided  with  imperial 
expansionism  and  the  circulation  of  transnational  cultural  workers.  In  1898,  not  only  did 
Manhattan  annex  Brooklyn,  Queens,  Staten  Island  and  the  Bronx  to  officially  become  a 
metropolis, but the United States also initiated colonial rule in Puerto Rico, the Philippines, and 
Hawaii.   Moreover since the nineteenth century New York and San Francisco functioned as 
economic centers of U.S. capital and during the twentieth century the two cities operated two of 
the largest  immigration stations/detention centers,  Ellis  Island (1892-1941) and Angel  Island 
(1910-1941).  During  the  early-to-mid  twentieth  century,  over  one  million  migrants  traveled 
through these urban ports in search of work or to access other points in North America. By 1910, 
forty-one percent of all New Yorkers were foreign born and the largest Chinese and Japanese 
communities in the United States were located in San Francisco.2 As a result of these capital 
flows and colonial projects, early twentieth century New York and San Francisco, like Williams' 
assessment of London, exhibited a “magnetic concentration of wealth and power” and exhibited 
a  cosmopolitan  culture  due  to  residents'  growing  “access  to  a  wide  variety  of  subordinate 
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cultures” (Williams 20). 
Attending to histories of imperialism structuring the two cities and foregrounding the 
overlapping Latin American, African American, and West Indian migrant formations in New 
York and San Francisco points to the ways that modern U.S. regional industrial centers and sites 
of  border  management  functioned as urban borderlands.  Mary Louise  Pratt's  concept  of  the 
contact  zone  is  especially  useful  here  to  understand  how  New  York  and  San  Francisco 
functioned as  “social spaces where cultures meet, clash, and grapple with each other, often in 
highly asymmetrical relations of power, such as colonialism, slavery, or their aftermaths as they 
are lived out in many parts of the world today” (“Arts of the Contact Zone” 33). “Cultures of 
Migration”  examines  New  York  and  San  Francisco  as  contact  zones  where  transnational 
migrants  and  African  American  migrants  negotiated  heteronormative  and  white  supremacist 
social codes built on the legacies of U.S. imperial capitalism and slavery. I examine migrants' 
cultural production as critical geographies of the power dynamics of the two cities. 
Yet this project maps more than migrants' theorization and representation of the racial 
and  class  hierarchies  of  New York  and  San  Francisco.  I  also  highlight  the  “asymmetrical 
relations of power” among transnational  and racialized migrants themselves.  For  example,  I 
argue that examining San Francisco as a contact zone where subalterns encountered each other 
as well as the dominant Anglophone U.S. culture clarifies the context of migrants' articulation of 
alliance. The immigration and property restrictions placed on Chinese and Japanese migrants in 
the Bay Area informed and coincided with Mexican, Puerto Rican, Central American, and South 
American  migrants'  assumptions  about  cultural  difference,  impacting  the  interethnic 
relationships and forms of intraethnic coalition building outlined in San Francisco Latina/o print 
culture. 
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At the same time that my analysis of two sites of migrant cultural production maps the 
correspondences  among  Latina/o  migrant  formations,  examining  the  two  cities  together 
highlights the distinct, local structures of power and histories of migrant cultural formations. In 
New York, the configuration of racial hierarchies in a black-white binary and the conferral of 
citizenship  to  Puerto  Ricans  as  a  result  of  the  Jones  Act  (1917)  shaped how Puerto  Rican 
migrants theorized and represented their relationship with other Hispanophone migrants and the 
African American and West Indian community in central Harlem. Moreover, as Chapter One 
shows, the convergence of Latina/o American migrant social formations in New York impacted 
the  gender  and  sexual  geographies  represented  in  popular  Latina/o  print  culture.  The 
representation  and  articulation  of  pan-ethnic  consciousness  in  San  Francisco  migrant  print 
culture,  in  contrast,  took  place  within  a  city  with  adjacent  Califonio,  Mexican  American, 
Chinese, Japanese, Filipino, Irish, and Italian migrant communities. However, unlike New York's 
iconic status in Puerto Rican Studies and Latina/o Studies, San Francisco's vibrant migrant and 
long-term Mexican,  Puerto  Rican,  Latin  American  community  has  largely  been overlooked. 
Outside the body of work focused on eighteenth and nineteenth century Spanish and Californio 
colonial culture, scholarship concerning the twentieth century tends to correlate the emergence 
of modern indigenous and Mexican communities in the city with the expansion of the Navy 
shipyards  in  the  1940s  and  the  civil  rights  movements  of  the  1960s  and  1970s.  With  the 
exception of  Stephen Pitti's historical  study of  Mexican labor  and culture in San Jose,  it  is 
difficult  to  locate  comprehensive  studies  of  early to  mid twentieth century Latina/o cultural 
production or political histories in Northern California or San Francisco. And in the rare studies 
concerning Central  American  migration  to  the  city,  historians  and cultural  analysts  link  the 
presence  of  Nicaraguan,  Guatemalan,  and  Salvadorian  migrants  to  the  civil  wars  and  U.S. 
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military interventions in Central America during the 1980s. 
Alternatively, however, San Francisco is a central site within the study of early twentieth 
century Asian American formations. For example, studies by Nayan Shah (2001) and Wendy 
Rouse Jorae (2010) analyze the ways that the nation-state discursively and physically policed 
Chinese migrants through immigration and health policies, which in turn influenced how Bay 
Area  Chinese  residents  strategically  contested  discourses  of  pathologization  and  Chinese 
American youth formations responded to anti-Chinese rhetoric and challenged segregation. Lina 
España-Maram (2006) provides a historical study of early twentieth century Filipino migrant 
popular  culture  in  California  that  links  the  larger  Little  Manila  in  Los  Angeles  to  Filipino 
cultural centers in San Francisco. And Estella Habal (2007) has outlined how the early Filipino 
community in San Francisco provided the precedent for 1960s-1980s political formations in San 
Francisco's Manilatown.
By focusing on Latina/o narratives  about  San Francisco,  my project  foregrounds the 
complex  political  and  cultural  dynamics  of  early  twentieth  century  Mexican,  Californio, 
Mexican American  migrant  formations  in  the  Bay  Area.  My analysis  of  Latina/o  migrants' 
strategies for alliance and community identifications in San Francisco Latina/o exposes how 
migrant affiliations and political formations developed in relation to local asymmetrical power 
structures  among  a  heterogenous  range  of  residents,  ranging  from  indigenous  peoples, 
Californios and working-class Mexican Americans to African American and Anglo domestic 
migrants  and  transnational  migrants  from  Mexico,  Puerto  Rico,  Nicaragua,  El  Salvador, 
Colombia, Portugal, Ireland, Italy, China, Japan and the Philippines. My translocal analysis of 
Latina/o  narratives  about  migration  in  San  Francisco  shows  that  migrant  nationalisms  and 
interaethnic  alliances  did  not  develop  in  isolation,  but  through  the  negotiation  of  cultural 
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difference and practices of racial ordering.
If using a translocal lens makes visible more than a set of overlooked geographic sites of 
Puerto Rican, Mexican, Central American and South American cultural production and Latina/o 
political formations, my project also demonstrates that the exploration of how texts circulate and 
traverse spaces broadens our understanding of popular literary production that engages in racial, 
gender,  and  sexual  meaning  production.  As  in  most  early  twentieth  century  urban  migrant 
communities,  Mexican,  Puerto  Rican,  Central  American  and  South  American  migrants 
established printing houses and produced a number of newspapers, pamphlets, and in some cases 
novels,  memoirs,  and travel  narratives.  While  historical  research on  the  number  of  printing 
houses owned and operated by Latina/o migrants has yet to be conducted, the wide array of 
Hispanophone and bilingual publications from the 1910s through the 1930s indicate that a large 
number of migrants read and contributed to periodicals, literary magazines, and pamphlets. As 
the New York periodical Gráfico editorial boasts in its English column, if the readers randomly 
asked any recent Puerto Rican, Cuban, or “Spanish” migrant walking on Lenox St. if they could 
read and write in Spanish (and potentially English) they would find that the illiteracy rate among 
recent migrants to East Harlem was “much smaller than the one that exists in a good many 
American communities, New York City included” (Editorial January 15, 1928, 10).  Gráfico's 
argument that the literacy rate among recent migrants superseded residents born in the United 
States points to not only how recent migrants regularly read and contributed to a migrant print 
culture, but also the popular nature of the migrant periodicals and literary texts. While New York 
and San Francisco migrant periodicals regularly reprinted poetry and fiction by established Latin 
American writers, the majority of the poetry, fiction, and creative narratives published in early 
twentieth century periodicals and by migrant presses combine elements of popular literary forms 
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such as satire, romantic poetry, melodrama, and sensational fiction. As Chapter Two discusses, 
contributors to New York's  Gráfico  often urged migrant readers/writers to adopt realism and 
modernist forms rather than romantic and melodramatic modes of representation and narrative. 
Yet, modernist and realist fiction and poetry texts produced by and about New York and San 
Francisco migrants rarely appear in Latina/o periodicals and literary magazines published during 
the 1920s and 1930s. 
“Cultures  of  Migration”  argues  that  the  satires,  romantic  poetry,  melodramas,  and 
sensational  fiction  published  in  early  Latina/o  migrant  print  culture  function  as  more  than 
artifacts of community formation and popular culture. The popularity of satiric, melodramatic, 
and sensational conventions in early Latina/o migrant fiction depicting cross-cultural encounters 
and affiliations, I argue, can be linked to the material and affective dynamics of popular genres. 
When compared to Latin American “high” cultural genres such as allegorical national romances 
and  modernista  poetry,  popular  genres  allowed  for  a  similar  expression  of  passion  and 
encouraged sentimental identifications while also emphasizing the physical experience of urban 
migration in its affective and emotional dimensions. In particular, migrant creative narratives, 
melodrama, and sensational fiction,  I  argue,  index the sensations and emotions arising from 
negotiating  a  new  place  and  encounters  with  familiar  and  different  cultures  in  the  streets. 
Popular genres, I show, served as modes for exploring urban space and configuring affinities and 
alliances specific to the two cities.
While  I  analyze  various  popular  fiction  genres  in  migrant  print  culture,  this  project 
primarily focuses on melodramatic fiction. Although other popular forms like romantic fiction 
and poetry foreground the experience of migration, Latina/o migrant periodicals, pamphlets, and 
novels frequently follow melodramatic conventions or at least include one melodramatic scene 
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when  portraying  intraethnic  relationships  and  especially  interracial  encounters.  Unlike  later 
twentieth century melodramatic modes associated with “women's film,” early twentieth century 
Latina/o print melodramatic modes foreground gesture, performance and stylized costuming to 
give meaning to the plot and events of the narrative. Characters do not appear as interior or 
psychologically complex individuals, but instead perform stock mannerisms and repetitive acts. 
As I analyze how characterization occurs through melodramatic performance and stylization, my 
project  highlights the affective and emotional dimensions of the politics of alliance in migrant 
print  culture.  Because it  privileges the body and lends an emotional  charge to social  codes, 
melodramatic fiction, I argue, indexes migrants' commitment to and anxieties about pan-ethnic 
identifications, intraethnic alliances, and interracial solidarity. 
Here I build on Shelley Streeby's recent analysis of the politics of sensationalism. In her 
analysis of popular nineteenth century sensational urban fiction, a sub-genre that grew out of 
stage melodramas,  Streeby has suggested that  sensationalism's  emphasis on “materiality and 
corporeality” makes visible the politics of class, race and U.S. empire building during and after 
the Mexican American War (1846-1848) (31). Mid-nineteenth century sensational depictions of 
racial and gender difference and working class bodies, Streeby argues, reveal and “struggle to 
conceal the role  of U.S imperialism in the Americas” (7).  Although early twentieth century 
Latina/o urban print culture did not occupy the same mass culture and popular status as its earlier 
and contemporary Anglophone counterparts, the emphasis on the body in melodramatic migrant 
narratives  and poetry reveals  the materiality of  migration and urban social  landscapes.  Like 
earlier sensational dime novels and theatre, migrant print melodramas render visible the political 
and material stakes of negotiating linguistic, national, class, gender, and racial difference within 
a landscape built through imperialism.
24
Furthermore, the role of the body in melodramatic Latina/o migrant fiction is crucial not 
just because it foregrounds the materiality of migration but also because the body serves as a 
representational  medium  for  galvanizing  collectivity  through  feeling.  Melodramatic  texts 
encourage readers and viewers to identify with the characters and feel like they share a common 
experience and emotion. As I argue in Chapter Two and Chapter Four, the melodramatic mode 
of migrant fiction portraying intraethnic and interethnic encounters mediates both the characters' 
and readers'  experience  of  the  other,  ultimately  producing and limiting  a  sense  of  common 
struggle across difference. In this way, attending to melodrama, a frequently overlooked popular 
expressive mode, expands the archive of Latina/o literature to include popular texts that center 
the affective dimensions of migrant experience and political formations. 
The Politics of Print Culture and Articulation
Examining how literary and visual texts depict relationships among migrant groups raises 
questions concerning the extent to which print production produces a unified readership or a 
common  subject  position.  In  his  seminal  work,  Imagined  Communities  (1983),  Benedict 
Anderson has argued that  the  rise  of  print  culture,  in  particular  periodicals,  encouraged the 
development  of  nationalism  by  collating  cultural  fragments  into  a  common  national 
consciousness.  In  his  analysis  of  Anderson's  reading  of  the  newspaper  as  a  technology  of 
nationalism, Brent Hayes Edwards engages Anderson's assumption that the juxtapositioning of 
texts in the newspaper format creates a sense of simultaneity and convergence among disparate 
events  (114).  Edwards  argues  that  early  twentieth  century  periodicals  like  Opportunity,  the 
Negro World, and francophone texts like Les Continents also highlight, through their translation 
practices, “the specificity and irreducibility of difference: particular examples of 'black' people 
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elsewhere doing different things, or the same things in different ways” (114). In other words, 
Edwards shows how newspapers and magazines may suggest linkages among events and ideas 
to the point of producing a sense of national coherence even as these texts may also encourage 
readers to distinguish among practices and events in ways that support political imaginaries that 
exceed the nation. 
“Cultures of Migration” shows that early twentieth century Latina/o migrant print culture 
functions in similar ways to the texts that Edwards analyzes, but Latina/o migrant texts also 
emphasize the temporal and spatial particularity of experience within U.S. metropoles. While 
encouraging a sense of cohesion in terms of  the presentation of local  events,  the format of 
migrant periodicals like New York's Gráfico and San Francisco's Hispano-América also disrupt a 
sense  of  simultaneity  by  foregrounding  national,  ethnic  and  linguistic  differences.  Yet  the 
newspapers'  assemblages  of  translations,  vignettes  about  encounters  with  other  migrant 
formations and articles outlining the ideological differences among nationalist projects also go 
beyond highlighting spatial  and cultural  difference in the sense that  Edwards outlines in his 
reading of black internationalist periodicals. The texts that I examine also emphasize temporal 
difference by distinguishing the “now” of U.S. urban migrant formations and national projects in 
Latin America from “past” historical events and political formations. While at times creating a 
sense  of  simultaneity  or  continuity  due  to  the  juxtaposition  of  the  page,  Latina/o  migrant 
periodicals often highlighted the difference between new migrant fiction and reprinted poetry, 
fiction, and portraits, ranging from the Spanish colonial period to the nineteenth century. Editor's 
captions, articles, and analyses highlighting temporal difference illustrate, I argue, that migrant 
periodicals functioned as more than representations of emergent communities or a technology 
making visible exchanges across difference. I show how contributors self-consciously tested the 
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terms  and  points  of  identification  for  crafting  a  pan-ethnic  consciousness  and  intraethnic 
community while demarcating temporal differences and the national imaginaries associated with 
their  countries of origin.  The fictional  and poetic  portrayals  of migrant  experience in  urban 
space, in particular the depiction of daily struggles of migrant women in New York and San 
Francisco, illustrate how community formation was a process of both exploring the potential and 
limits of relationships outside of national rubrics and taking into account the particular dynamics 
of temporally and spatially different struggles. Short stories, poems, and sketches present the 
experiences of migrant women as paradigmatic of the ways that migration created spaces and 
relationships  that  required  analysis  and  political  forms  beyond  the  scope  of  national  and 
historical paradigms.
Taking into account the diverse set of political concerns and narratives about migrant 
relationships in migrant periodicals, pamphlets, and popular novels, I find that migrant print 
culture is best approached as a shifting collage or a complex network of competing political 
projects. A circulating, public forum, migrant periodicals like Gráfico (1927-1931) in New York 
and Hispano-América (1918-1934) in San Francisco provide a material record of the diverse set 
of evolving political concerns among migrants. Because these periodicals, unlike newspapers, 
newsletters and pamphlets produced by political  parties or organizations,  include a  range of 
political projects that often did not congeal into formal institutions or political movements, I 
approach periodicals  as  traces  of  an  event  or  process  of  becoming  rather  than  evidence  of 
consolidated political projects or a unified readership. Reading the periodical as a text actively 
placing various political  threads and ideologies  in  conversation with each other  and readers 
makes visible a complex map of migrants' varying expressions of collectivity. While political 
patterns  concerning  national,  pan-ethnic  and  intraethnic  frameworks  emerge,  urban  migrant 
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periodicals illustrate how early twentieth century migrants produced a range of political  and 
aesthetic frameworks defining who can imagine, access and produce urban socio-political grids. 
Given my approach to texts as events, my method of reading examines literary and visual 
materials as both theoretical texts and objects of analysis. I consider how short stories, novels, 
poetry,  graphics  and  film  perform theoretical  work  by  probing  the  interconnections  among 
gender, sexuality, race, and class. Through characterization, language choice, and composition, 
literary and visual texts offer frameworks for understanding social categories and practices. My 
project engages a set of questions that addresses texts as actively theorizing social relationships: 
How do literary or visual forms link concepts and events in ways that shape understandings of 
migration in terms of gender,  sexuality,  and race?  How does a text's  medium and linguistic 
choices mediate both its reception and its representation or theorization of migrant spaces and 
subjects?  My  analysis  of  the  formal  and  material  dimensions  of  texts  shows  how  the 
representational potential and constraints of each medium redefines and/or naturalizes the social 
categories active in experiences of migration. This approach bridges discourse analysis and the 
study of the material circumstances of literary production to model a method that considers how 
texts' representation of gender, race, and sexuality intervene in broader networks of power.
“Cultures  of  Migration”  also  shows how a  range  of  Latina/o  migrants  engaged in  a 
process of articulation and rearticulation to shape a conceptual framework for pan-ethnic and 
interethnic alliances in the United States. My use of articulation to describe the process and 
practice of migrant fiction, poetry, and creative narratives draws on Stuart Hall's analysis of the 
politics of articulation and rearticulation. In his analysis of ideologies of race, Hall outlines how 
articulation describes the process of conjoining disparate elements of speech, concrete structures 
and performance to form what appears to be a coherent ideology (“Race” 325). Hall argues that 
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articulation offers a way of understanding how ideologies of racial difference emerge from a 
process of organizing and linking dissimilar concepts to produce a class and “common sense” 
(“Race”  342).  Although race  and other  ideological  and material  categories  can  appear  as  a 
consistent whole or historical  formation, he argues that  analyzing how ideologies and social 
configurations are contingent or produced over time exposes how the “contradictory structures” 
of racism can be challenged and reconfigured (Hall, “Race” 342).
Brent  Hayes  Edwards  has  used  Hall's  description  of  articulation  as  a  framework for 
tracing the diverse meanings of diaspora in black internationalist discourse during the 1920s and 
1930s. Edwards explains that articulation, the “process of linking or connecting across gaps,” 
can  describe  how  black  internationalism  created  a  global  black  imaginary  by  highlighting 
difference (11). In his assessment, Edwards suggests that the development of the contested term 
“diaspora” illustrates a strategic ideological  combination of terms that  brings difference into 
“unity” (14). By tracing how modern black internationalism acknowledged and sought to bridge 
the gaps among heterogenous black subjects, Edwards illustrates how articulation offers a useful 
concept for tracing the discursive and ideological mechanics structuring emergents political and 
social formations.  
Edwards  provides  a  useful  model  for  addressing  how modern  Latina/o  print  culture 
projects  collectivity,  however  my analysis  of  Latina/o  print  culture  emphasizes  the  broader 
political  context  of  processes  of  articulation.  As  Hall  cautions  in  “Articulations,”  when 
approaching  race  and  the  broader  hegemonic  social  fabric  it  is  important  to  track  how 
“ideologies of racism remain contradictory structures, which can function both as the vehicles 
for  the  imposition  of  dominant  ideologies,  and as  the  elementary  forms for  the  cultures  of 
resistance” (“Articulation” 342). I am interested in probing how early twentieth century visions 
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of  alliance  across  national  and  ethnic  difference  struggled  with  and,  at  times,  replicated 
dominant ideologies. The articulation of intraethnic and interethnic alliance in texts by migrants 
like Puerto Rican writer  Jesus Colón,  my dissertation shows,  does not  only demonstrate  an 
ideological project. Rather, these texts expose how migrants engaged and sought to intervene in 
the “common sense” of urban social formations in very real, political  terms. My analysis of 
migrant print culture shows that migrant texts reflect strategic representational choices based on 
both analyses of the material structures of U.S. metropoles and a consideration of the political 
implications of different forms of affiliation and alliance such as coalition, electoral voting blocs, 
and collective resistance.
As I read early twentieth century Latina/o migrant print culture as articulating ideological 
and material strategies of alliance, my dissertation joins Andrea Smith (2008) in rethinking how 
articulation can produce opportunities for re-imagining political practice, in particular coalition 
building. In her analysis of Native peoples' organizing and “unlikely” alliances with Christian 
Right  organizers,  Andrea  Smith  points  out  how  Hall  identified  both  articulation  and 
rearticulation  as  processes  for  producing  new  social  formations.  Rearticulation,  in  Smith's 
reading of Hall, describes the process of building a political platform “in light of the political 
and social forces” that shape the war of position within hegemonies or the ways that subalterns 
consent and struggle with hierarchies of power (xviii). Smith explains that the shifting structures 
of  hegemony  highlight  how  the  dominant  culture  and  political  structure  informs  political 
movements  even as  they  contest  the  status  quo.  The  history  of  Native  and Christian  Right 
organizing, she argues, demonstrates how both groups adapt their political strategies to changing 
landscapes and, as a consequence, foregrounds how political configurations are not “givens” and 
have the potential to be “rearticulated into new configurations that favor progressive politics” 
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(xix). 
Smith's  emphasis  on  the  malleability  and shifting  configurations  of  political  projects 
proves useful for understanding articulation and rearticulation in early twentieth century Latina/o 
migrant print culture. In my reading of migrant texts, I show how narratives and representations 
about pan-ethnic, intraethnic, and interethnic relations engage the dominant ideologies of the 
moment  while  also reconfiguring frameworks in  order  to  reorganize the material  and social 
landscape of New York and San Francisco. Rather than articulating a singular or static vision of 
alliance across difference, Latina/o migrant print culture, I argue, functions as a shifting collage 
of efforts to  build a  new “common sense,”  in both its  ideological  and material  dimensions, 
among urban migrants. The texts that I examine demonstrate that the process of articulating and 
interpellating new political imaginaries involved at times a contradictory engagement with the 
nation, the family and dominant popular cultural imgaery like Orientalist tropes. The politics of 
alliance articulated in twentieth century Latina/o print culture does not fit into distinct political 
categories, showing instead a strategic engagement with dominant culture that produced a range 
of political strategies. In this regard, my reading of New York and San Francisco Latina/o print 
cultures not only exposes the limits of geographic and national modes of organizing archives, 
but also the need for methodologies of reading that account for the ways that texts test different 
strategies for building new material worlds. “Cultures of Migration” shows how approaching 
narrative texts as representational and productive technologies can better grasp the complex and 
shifting terms of Latina/o literary and expressive culture. 
In order to trace the dynamic network of Latina/o print culture this project deploys a set 
of terms—“Latina/o,” migrant, and the body—in ways that at times diverge from conventional 
uses in literary and Latina/o studies scholarship. Early twentieth century Hispanophone migrants 
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used a variety of terms to describe themselves and the first generation born in New York and San 
Francisco. In addition to national designations such as  Puertoriqueño,  Cubano and  Mexicano, 
New York periodicals and writers tended to use  Hispanico  and  la Raza  as collective terms to 
describe migrants. Neoyorkino and Nuevoyorkino often appear as terms to describe Puerto Rican, 
Mexican, South American, and Central American first generation residents of New York. San 
Francisco  periodicals  used  similar  national  designations  with  the  addition  of  Californio to 
designate  original,  elite  Spanish  Mexican  residents  and  the  derogatory  term  los  pochos to 
describe uneducated  working class  Mexican migrants  and long-time working class  Mexican 
American residents. Due to the large Central American and South American population in San 
Francisco,  writers  would  designate  between  Mexicano,  Centroamericano and  Sudamericano 
migrants, but frequently used  Hispanico  and  la Raza as collective terms. At times both New 
York and San Francisco periodicals use latino as a collective term.
When  analyzing  an  individual  text,  I  follow  the  text's  terminology.  However,  when 
discussing New York and San Francisco cultural formations I use the term Latin American when 
describe texts and concepts produced outside of the United States and “Latina/o” instead of 
“Hispanico”  or  “Spanish  Caribbean”  when  emphasizing cultural  production  and  discourses 
specific to New York and San Francisco contexts. I realize that “Latin American” or “Hispanico” 
would  be  a  more  accurate  description  of  U.S.  migrant  cultural  formations  given  migrants' 
critiques of  latino as a latinate term and Latin as a homogenizing Hollywood trope during the 
twentieth century. Moreover, due to popular and scholarly associations of “Latina/o” as a late 
twentieth century and twenty first century identity category and racial formation, my use of the 
term may appear as ahistorical or attempting to cast early twentieth texts as literary predecessors 
to later social formations. Since I argue that early twentieth century migrant print culture should 
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be addressed as a distinct historical social formation, I am tempted to use “Latina/o American” 
as a more concise shorthand for noting the hemispheric circulation and encounters among Latino 
and Latin American cultural  production.  However,  I  feel  that  it  is  important  to  differentiate 
between migrant fiction, creative narratives, and poetry produced in and about U.S. contexts and 
reprinted  political  discourses  and  literature  originally  produced  in  Mexico,  the  Caribbean, 
Central America, and South America. In this sense, “Cultures of Migration” uses “Latina/o” to 
describe texts produced by and about  migrants  in  New York and San Francisco and “Latin 
American” to designate texts and political formations produced within regions and nations in the 
Spanish Caribbean, Mexico, Central America, and South America. 
My use of “Latina/o” to describe the ethnic, cultural, and local identifications of cultural 
producers  and  texts  extends  to  a  related  term  that  I  use  in  this  dissertation:  “migrant.”  I 
deliberately  use  “migrant”  instead  of  “immigrant”  to  foreground  the  mobility  and  spatial 
relationships  of  texts  and  cultural  producers  who  self-identified  as  Mexican,  Puerto  Rican, 
Central  American,  and South American.  This  is  not  to  say that  the  term  “immigrant”  fully 
contrasts “migrant.” As Lisa Lowe has outlined, the term “immigrant” in the United States often 
signals  both  a  population  to  be  assimilated  and “the  contradictory,  confusing,  unintelligible 
elements to be marginalized and returned to their alien origins” (4). Building on Lowe's analysis, 
I use “migrant” instead of “immigrant” in this project to further emphasize the ways that states, 
nations,  and  transnational  racial  formations  and  communities  produce  physical  and  social 
boundaries that place certain people on the margins of belonging even though they live within 
state borders. My deployment of “migrant” also aims to underscore the shifting physical and 
social locations of the texts, cultural producers and transnational communities that I analyze in 
this project. Not only do I examine texts and historical actors who traverse national and social 
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boundaries, but I also show how these texts and writers express differential relationships with 
national and local racial, gender, sexual, and ability protocols. I use “migrant” to underscore the 
temporal and spatial contingencies of texts and historical actors participating in material  and 
imaginative circuits of exchange.
My emphasis on the shifting physical and social positions of Latina/o texts and migrant 
subjects intersects with the way that I approach the texts' portrayal of migrant bodies as vehicles 
of feeling in early Latina/o print culture.  In my analysis of migrant melodramas, I trace how 
texts depict bodies as manifesting emotion and I discuss how texts encourage readers to identify 
with and respond to characters' displays of emotion. Fiction, poetry, and creative narratives in 
Latina/o print culture that do not deploy a melodramatic mode, however, also center migrants' 
affective experience. Similar to sentimental rhetoric, a number of texts use affective tropes such 
as fraternity, friendship, and love to describe and interpellate a collective sensibility. Unlike the 
emotional displays and the reader's engagement in melodrama, the affective tropes generally 
function as a way to express and reinforce an ethical commitment across difference. 
In contrast to both the melodramatic and sentimental modes of portraying and describing 
the migrant body, a number of texts I discuss figure migrants as experiencing a similar set of 
sensations, impulses, and emotions due to migration and the structures of urban landscape. For 
example, in Chapter Three, I show how Frank Martínez's pamphlet The Tragedy of the Puerto 
Ricans  and  the  Colored  Americans (1935)  suggests  that  migration,  racialization  and  class 
differentiation produce a particular set of feelings and an unmediated impulse for liberation that 
transcend  differing  histories  of  oppression,  language  and  national  borders.  Following  from 
Martínez's  emphasis  on  sensation,  feeling,  and  emotion  simultaneously,  I  address  the 
representation of the migrant body in Latina/o print culture less as an engagement with visibility 
34
as a rubric than as a way of marking the affective dynamics of migration through the sensations, 
feelings, emotions, and impulse structuring and produced by daily experience.
Mapping Cultural Migrations
The organization of “Cultures of Migration” aims to provide focused readings of New 
York  and  San  Francisco  Latina/o  print  culture  while  also  placing  Latina/o  migrant  cultural 
production in conversation with the broader historical context of early twentieth century U.S. 
literary and film narratives about transnational migrants. Chapter One examines early twentieth 
century socio-cultural canonical fictions about transnational urban migration to provide a context 
for the dissertation's discussion of transnational migrant representational strategies and political 
frameworks.  I  analyze  how John  Dos  Passos's  novel  Manhattan  Transfer (1927)  and  John 
Steinbeck's draft of Grapes of Wrath (1939), the short serial narrative “Harvest Gypsies” (1936) 
featuring Dorthea Lange's photographs of Dust Bowl migrants, portrayed U.S. urban migration 
as a problem of white racial reproduction and U.S. capital and imperial excesses.  Examining 
how the  novel,  short  narrative,  and Lange's  photographs plot  migration  as  disrupting  white 
political alliances, white femininity and the white family, Chapter One highlights how modern 
literary texts and photography circulated fictions about early twentieth century migration that 
have  obscured  the  history  of  urban  Mexican,  Puerto  Rican,  South  American  and  Central 
American migration and cultural production. 
Chapters Two and Three examine tropes of pan-ethnic affiliation and interethnic alliance 
in Puerto Rican and AfroCaribbean print culture in New York City. In Chapter Two, I address 
how  bilingual  editorials,  poetry  and  short  stories  in  Gráfico (1927-1933),  a  Puerto  Rican 
newspaper published in New York City, served as a discursive field where the contributors and 
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readers tested the utility of kinship as a conceptual framework for building local alliances to 
challenge U.S. racial  and gender hierarchies.  I  show that  the representation of Puerto Rican 
women and migrant  youth in migrant fictional  melodramas and creative narratives regularly 
challenged normative models of kinship even as the texts include heteropatriarchal and gendered 
reproductive tropes projecting unity among Caribbean, Central American, and South American 
migrants. I argue that the tension between the two narratives and the tropes reveals how migrant 
writers  engaged  in  a  dialogue  about  the  implications  of  kinship  as  a  model  for  collective 
struggle. 
Beginning with a consideration of the overlooked archive of AfroCaribbean and African 
American collaboration in 1920s and 1930s Harlem,  Chapter Three examines how friendship 
and racialized masculinities functioned as tropes for imagining inter-ethnic relations in Puerto 
Rican, Anglophone Caribbean, and African American migrant print culture in New York City. I 
place  a  pamphlet  about  Puerto  Rican  and  African  American  unity  by  Frank  Martínez  in 
conversation with short stories about Puerto Rican migrants by Claude McKay and Langston 
Hughes. Chapter Threes argues that Martínez merges melodramatic and realist representational 
techniques to figure friendship as an affective and, at times, erotic mode of alliance carrying the 
potential to both challenge and re-inscribe the racial and gender divisions represented by McKay 
and Hughes.  The narratives about interethnic friendship by Martínez, McKay and Hughes,  I 
argue, figures collaboration and alliance as a daily emotional and affective practice that exceeds 
the logic of sentimental conventions.
Chapters Four and Five turn to San Francisco, the second largest and most overlooked 
site of early twentieth century Latina/o migration, to examine  the relationship between genre 
conventions and the racialized gender dynamics in representations of intra-ethnic and interracial 
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encounters  in  San  Francisco  print  culture.  Chapter  Four  traces  how a  series  of  newspaper 
articles, short stories and a novel published by the Hispano-América press deploy melodramatic 
and  sentimental  narrative  techniques  to  advance  two  models  of  alliance  for  transnational 
migrants: institutional coalition building and cosmopolitan solidarity. Chapter Four also shows 
how the popular melodramatic trope of the vulnerable white heroine in Latina/o migrant fiction 
reflects  an  anxiety  about  the  possible  outcomes  of  cross-cultural  solidarity  among Latina/o, 
Asian and African diasporic formations.
Closing my discussion of San Francisco Latina/o migrant formations and the dissertation, 
Chapter Five addresses the implications of recovering Bay Area Latina/o migrant culture for 
Latina/o Literary Studies. I analyze the racialized gender performances of fictional and historical 
migrant women in early twentieth century archival photographs of Bay Area migrants and the 
early Hollywood film  Old San Francisco (1927). The photographs and film  figure Bay Area 
migrant women as able to cross social boundaries in ways that reinforce assimilationist ideals 
and an exclusionary racial logic. Yet, I argue that attending to the traces of migrant agency and 
counter-memories in the text ultimately exposes potential points of historical and future migrant 
collaborations within urban spaces.
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CHAPTER TWO:
U.S. Fictions of Urban Migration
Historically, New York and San Francisco functioned as economic centers of U.S. capital 
and operated two of the largest immigration stations/detention centers, Ellis Island (1892-1941) 
and  Angel  Island (1910-1941).  During  the  early-to-mid twentieth  century,  over  one  million 
migrants traveled through these urban ports in search of work or to access other points in North 
America.  By 1910,  forty-one  percent  of  all  New Yorkers  were foreign born and the largest 
Chinese and Japanese communities in the United States were located in San Francisco.3 
While  the  populations circulating  through these  two cities  included  a  wide  range  of 
migrants, most studies of urban migration prior to the second World War focus on two segments 
of migrant literary production: 1.) European immigrant and African American writers in New 
York, and 2.) local color and naturalist writers in San Francisco.4 Alternatively, scholarship that 
addresses  Latina/o  and  Asian  migration  tends  to  analyze  the  ways  that  the  nation-state 
discursively and physically polices particular groups through immigration and health policies, 
which in turn influence how migrant racial formations develop.5 
This chapter centers the production of New York and San Francisco as European and 
white migrant landscapes in the early twentieth century popular U.S. imagination. I focus on the 
San Francisco News series “Harvest Gypsies” (1939) and John Dos Passos's novel about New 
York,  Manhattan Transfer (1925).  By examining two narratives pivotal  to shaping state and 
popular understandings of urban migration in the early twentieth century, I hope to show how the 
confluence of anxieties about white reproduction and capitalism circulated an enduring set of 
fictions about urban migration during the 1920s and 1930s. What concepts and themes organized 
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the representation of the 'problem' of migration within the United States? To what extent do the 
anxieties about racial  difference, migrant gender and sexual practice and the terms of social 
affiliation contribute to popular narratives about migration? 
The  fictions  about  urban  migration  circulated  by  the  San  Francisco  News  and  Dos 
Passos's novel provide a snapshot of the themes and historical assumptions that have guided U.S. 
literary scholarship on early twentieth century San Francisco and New York literary and print 
culture.  While  my dissertation  shows  how an exclusive  focus  on  English-language  texts  in 
American literary studies limits U.S. literary histories, my reading of the  San Francisco News 
series and the modernist novel shows that examining the two texts' often overlooked anxieties 
about  white  hegemony  and  migration  provides  an  important  context  for  both  U.S.  literary 
scholarship and my examination of migrant print and literary texts in later chapters. As I show in 
subsequent  chapters,  urban  Puerto  Rican,  Mexican,  Central  American,  and South  American 
migrant print culture and literature functioned as sites for theorizing modes of alliance able to 
counter U.S. racial, class, and gender hierarchies. My aim in this chapter, then, is to probe how 
literary and visual texts functioned as venues for the symbolic management of urban, migrant 
social formations during the 1910s-1930s. 
My  focus  on  white  migrant  fictions  in  this  chapter  also  seeks  to expand  how  we 
understand U.S. academic and literary texts as producing racial, gender, and sexual knowledge 
about  urban  migrant  formations  during  the  1910s-1930s.  Roderick  Ferguson's  work  on  the 
production of racial knowledge about twentieth century African American urban migrations has 
shown  how  sociological  texts  and  African  American  literature  figured  African  American 
migration to urban, industrial centers as a process generating nonheteronormative gender, sexual 
and kinship practices in need of regulation (43). Ferguson's analysis of the anxieties about urban 
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industrial capitalism's production of nonheteropatriachal formations and the various ways texts 
attempt to manage migrant formations through discourse highlights how narratives about urban 
migration establish both normative and nonnormative terms of social belonging. 
This chapter takes up narratives of white, urban migration as a related site of economic, 
racial,  sexual,  and gender  management  during the early twentieth century.  By exploring the 
discussion of white reproduction and U.S. imperial capital in literary representations of early 
twentieth century New York and San Francisco migrant formations, I show how white migrant 
narratives portray migration as a problem exemplifying the disorganization of racial, gender, and 
sexual formations. These texts about two different regions and cities coalesce in their proposition 
that multiple expressions of capitalism—industrialism, consumerism and transnational extraction
—produce white migrant formations outside of normative behavioral protocols. 
While examining how the texts link the production of nonnormative white formations to 
structures of capitalism, I also demonstrate that these texts simultaneously expose the histories of 
colonial  violence  and  subaltern  subjects  haunting  the  urban  landscape.  Structures  of  urban 
capitalism, in these texts, generate both white and non-white racial  subjects who expose the 
tension  between  capitalism  and  the  racial  narratives  of  national  and  community  cohesion. 
Attending to the ways that two dominant narratives embed and/or acknowledge the very counter-
narratives that trouble their ideological and political projects, I ask: To what extend do the texts' 
narrative  and  representational  mechanisms  introduce  counter-narratives  about  migration?  To 
what extent do the two texts make visible transnational migrant formations that exceed and, at 
times, contest the dominant narratives about white migration? In this sense, this chapter aims to 
illuminate  not  only  the  racialized  migrants  and  migrant  expressive  cultures  haunting  white 
migration narratives, but also to rethink how we understand the narrative work performed by 
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hegemonic texts.
To trace how modern narratives about migration circulate racial fictions and reveal the 
contradictions of modern capital, this chapter begins with an analysis of John Steinbeck's prose 
narrative and Dorothea Lange's photographs comprising the San Francisco News series “Harvest 
Gypsies” (1939). Steinbeck's prose narrative and Lagne's narrative photography illustrate how 
“Harvest Gypsies” attempts to consolidate an urban, white readership as it warns against the 
effects of industrial agriculture on white reproduction. The second half of the chapter explores 
representations of metropolitan subjects in John Dos Passos's novel Manhattan Transfer (1925). 
Manhattan Transfer, like “Harvest Gypsies,” presents the modern metropolis as a site of white 
migration and white disorganization due to the convergence of urban and transnational modes of 
capitalism. As the novel portrays the metropolis as a place built through imperial capitalism, it 
also reveals an anxiety about urban capitalism's production of not only a particular set of white 
gender  and sexual  formations,  but  also  subaltern  subjects.  Together,  “Harvest  Gypsies”  and 
Manhattan Transfer  demonstrate how anxieties about the impact of imperial capital of white 
reproduction did not necessarily lead to a critique of capitalism as such, but have contributed to 
the imaginative groundwork for rationalizing state and social management of migrant formations 
in lieu of sketching an alternative to the economic structures.
Reproducing Whiteness
While government and academic studies concerning 1920s and 1930s labor migrations 
proliferated, one of the most well-known and iconic portrayals of migration during the 1930s 
was  (and  often  continues  to  be)  John  Steinbeck's  novel  Grapes  of  Wrath (1939).6 Prior  to 
publishing  Grapes of  Wrath (1939),  however,  John Steinbeck composed an essay  “Dubious 
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Battle in California” (The Nation, September 1936) and the following month he published an 
equally  provocative  series  of  articles  in  the  San Francisco  News,  titled  “Harvest  Gypsies.” 
Published in  October  1936,  “Harvest  Gypsies”  details  the working and living  conditions  of 
migrant labor in California. Later in 1938, the Simon J. Lubin Society of California republished 
the original newspaper articles along with a new afterword by Steinbeck in a pamphlet  titled 
“Their Blood is Strong.” Both “Harvest Gypsies” and “Their Blood is Strong” generated local 
and national calls for the state and California agricultural owners to address working and living 
conditions of Dust Bowl migrants.7
As a prose and visual portrayal of migrant labor in the San Francisco Bay Area and 
California more broadly, “Harvest Gypsies” serves as a useful text for taking up questions about 
the circulation of popular, literary and visual fictions about Bay Area and Northern California 
migration in the 1920s and 1930s. While the articles remained unchanged in the Simon J. Lubin 
Society publication, the pamphlet format of “Their Blood Is Strong” lacks an often overlooked 
component  of  the  San  Francisco  News series:  Dorthea  Lange's  photographs  of  California 
migrant workers. Steinbeck scholars have noted that Lange's photographs framed the original 
series, but have primarily addressed how Steinbeck's prose and afterword in “Their Blood Is 
Strong” served as a draft for Grapes of Wrath.  In my reading of “Harvest Gypsies,” I approach 
the original  series  as  a  multimedia text  assembled by  San Francisco News editors.  Reading 
Lange's photographs and Steinbeck's prose as components of a single text makes visible how 
visual  and literary  forms give meaning to  race,  gender,  and sexuality  through the  symbolic 
construction of transnational and domestic migrants as workers within a complex network of 
industry and capital. Attending to the formal and representational strategies of the series offers 
insight into how a popular text obscures histories of urban and transnational migrations from the 
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national imaginary in order to consolidate an urban, white collectivity.
The San Francisco News presented “Harvest Gypsies” as an exposé about rural migrant 
labor. Yet, the series provides more than a description of the exploitative conditions of industrial 
agriculture. It also reveals the geographic work performed through the construction of urban and 
rural social boundaries and populations. As a newspaper circulating primarily within northern 
California, the majority of the  San Francisco News readership were white, working-class and 
middle-class residents in the Bay Area (Hirobe 174). While the newspaper editor George West 
and  Steinbeck  do  not  directly  classify  their  readership  as  an  urban  audience,  Steinbeck's 
introduction  to  the  series  encourages  readers  to  see  a  dichotomy  between  themselves  and 
agricultural migrants. Steinbeck writes, 
To  the  casual  traveler  on  the  great  highways  the  movements  of  the  migrants  are  
mysterious  if  they  are  seen  at  all,  for  suddenly  the  roads  will  be  filled  with  open  
rattletrap cars loaded with children and with dirty bedding, with fire-blackened cooking 
utensils.  […] And then, just  as suddenly,  they will  have disappeared from the main  
routes. (“Chapter One” 3)
Addressing his reader as a person familiar  with casual travel in the countryside,  Steinbeck's 
narrative interpellates an urban, white reader whose economic and social status distinguishes the 
reader from the migrants who are forced to follow the crops. The “mysterious” and “sudden” 
appearance of the migrants suggests parallel temporalities that briefly intersect only by chance. 
Steinbeck characterizes the traveler/reader as an urban traveler unfamiliar with the agricultural 
economy. His representation of the brief encounter reinforces a dichotomy between the urban 
and rural realms of production without directly asking the traveler/reader to recognize their stake 
in reforming the system or their place within the landscape of capitalism. The traveler/reader's 
economic  and  social  status  remains  untouched  by  the  agricultural  system in  this  sequence, 
naturalizing the 'urban' and 'rural'  as geographic and socio-economic boundaries even as the 
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scene troubles these very divisions.
If we attend to the ways that “Harvest Gypsies” interpellates an urban, white audience 
and situates migration as a rural practice, it becomes clear that the political work of the series is 
less about the representation of an overlooked and exploited segment of California and more 
about the consolidation of white urban political formations. As an editorial caption framing the 
first  chapter  of  the  series  further  clarifies  to  readers,  Steinbeck's  serial  “story”  about  rural 
migrants concerns the “most important social-economic problem faced by the state” (Chapter 
One 3). The editor's classification of rural migrant labor as a social and economic complex of 
interest to the state performs two functions. First, the caption frames the series as a call for state 
management of migrant working and living conditions. The narrative about rural migration in 
the series, the caption suggests, will bring attention to a “problem” that the state, in both the 
abstract  sense  of  the  government  and  the  particular,  local  state  apparatus  of  the  California 
legislation,  has  yet  to  address.  The  editorial  caption  also  interpellates  readers  as  California 
citizens whose political and economic interests are tied to the “problem” of rural migration. By 
linking urban readers to the state, the caption indicates that the newspaper has published the 
series in  order  to  motivate  urban citizens to  both aid rural  migrations and demand that  the 
government address and manage the “problem.”8
If “Harvest Gypsies” primarily functions as text consolidating a white, urban imaginary 
and political formation, how does the series motivate its focus on rural migrants? Why and how 
does  it  ask  urban,  white  subjects  to  be  concerned about  the  “problem”  of  rural  migration? 
Steinbeck's narrative about rural migrants, I contend, advances an argument that the exploitative 
conditions of  industrial  agriculture  creates  a  crisis  in  white  reproduction,  in  both the socio-
economic and biological senses. “Harvest Gypsies” presents industrial agriculture as a system 
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disenfranchising white political subjects and encouraging the disorganization of white kinship 
structures.  The  series  implies  that  urban,  white  readers  have  a  stake  in  the  conditions  of 
industrial agriculture if they want to retain their economic and social power as well as cultural 
hegemony.  If  the  traveler/reader  pursues  the  “mysterious”  migrant  through  the  articles 
comprising “Harvest  Gypsies,”  Steinbeck suggests that  the  links among urban,  middle class 
white formations and migrants will overcome the spatio-temporal divisions and recognize the 
danger of an uneven distribution of social and economic capital among white subjects. Even 
though  migrants  “make  our  agriculture  successful”  and  produce  food  consumed  across 
California, Steinbeck explains that migrants are “hated” by their employers and further exploited 
by urban residents who purchase agricultural produce (“Chapter One” 3). Implying that  San 
Francisco  readers consist  of one class of California residents who contribute to the state of 
migrant labor, Steinbeck allows readers to see themselves as different from migrants while also 
prompting readers to recognize their  participation in cross-class,  cross-regional relationships. 
When combined with the scene of the “mysterious” migrant, the passage briefly exposes the 
series' broader political project. By positioning the reader as an observer living in a separate 
economic and cultural sphere linked to migrants through capital, “Harvest Gypsies” invests the 
reader with the political power to act  for white Dust Bowl migrants while also appealing to 
urban, white, middle class formations to redefine the boundaries of belonging.
Yet, what form of inclusion does “Harvest Gypsies” advocate? If the vignette reinforces 
urban and rural boundary lines while calling on readers to see themselves as linked to rural 
migrants, how does the series bridge spatial divisions and map a social and economic landscape? 
Steinbeck sutures the urban and rural scales by leading the reader through a series of vignettes 
about rural migrants that gradually recuperates Dust Bowl migrants as white citizens. Steinbeck 
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initially  introduces  rural  migrants  as  a category  defined  by  their  distance  from  social 
conventions. Take, for example, his narrative about the history of transnational migrant labor in 
California. Steinbeck presents migrant labor in California as problem of xenophobia and rigid 
notions of boundaries: 
The migrants are needed and hated. Arriving in a district they find the dislike always  
meted out by the resident to foreigner, the outlander. This hatred of the stranger occurs in 
the whole range of human history, from the most primitive village form to our own  
highly organized industrial farming […] [migrants] are never received into a community 
nor into the life of a community. Wanderers in fact, they are never allowed to feel at  
home in the communities that demand their services. (“Chapter One” 3) 
Here Steinbeck rationalizes xenophobia by giving it historical precedence. Migrants “always” 
encounter hostility and can “never” assimilate in his schema. Situating the problem of migrant 
labor in California as replicating the “whole range of human history,” the text naturalizes the 
resident  and  the  village  as  the  primary  categories  of  spatial  and  social  affiliation  for 
understanding migrants and migration. Moreover, it assumes that these residents and villages—
evidence of  settlement in California—are somehow natural to the space and not evidence of 
migration or Spanish and U.S. colonization. As a “home” for a select group, the village or farm 
organizes  the  social  and  physical  terrain  of  belonging,  rendering  mobile  populations  non-
normative  and  unassimilable.  Similarly  the  text's  designation  of  migrants  as  “wanderers” 
suggests that migrants create and move through temporal landscapes that may intersect with “the 
life of a community,” but diverge due to differing social and economic protocols. Through this 
spatial  and  temporal  characterization,  Steinbeck  links  binaries  of  foreign/resident  and 
mobility/fixed to classify migrants as a general category inherently on the margins of grounded, 
fixed  social  formations.  Portraying  migrants  as  “outlanders,”  Steinbeck  invokes  a  spatial 
incompatibility between concepts of “community” and migrants. Migrants are not only out-of-
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place, but also out-of-sync with normative social and spatial modes of organization as well as the 
temporal arcs of village and community. 
Steinbeck's construction of the migrant as a class always-already on the boundaries of 
community serves as an introduction to the narrative's critique of industrial farming as a system 
creating  not  only  exploitative  conditions,  but  also  disrupting  white  hegemony and romantic 
ideals of community. Yet in the text's quick turn to “foreigner” as an encompassing description, 
it delays an explicit engagement with demarcating the “problem” of migration as primarily one 
of  white  family  disorganization.  Instead,  Steinbeck  turns  to  the  “foreigner”  to  broaden  its 
migrant  taxonomy  and  build  a  case  for  why  the  urban,  white  reader  should  support  state 
management  of  white  migrants.  Echoing  eugenic  formulations  of  evolutionary  theories, 
Steinbeck traces a history of the exploitation of “foreign” labor within the California agricultural 
industry. Since the nineteenth century, Steinbeck writes, the growing agricultural industry relied 
on a  progression of   “several  races” for labor:  “Chinese in the early period,  then Filipinos, 
Japanese and Mexicans. These were foreigners, and as such they were ostracized and segregated 
and herded about” (“Chapter One” 3). Steinbeck's acknowledgement of transnational migrants in 
“Harvest  Gypsies”  may  at  first  appear  to  corroborate  U.S.  literary  scholarship  celebrating 
Steinbeck as one of the few populist  writers to address transnational migrants.9 However, as 
Colleen Lye has argued, Steinbeck's Orientalist representations in his novels as well as his draft 
of “Harvest Gypsies,” “Dubious Battle in California” (1936) introduced Asian migrants as an 
exotic addition to a white landscape rather than rights-bearing subjects. In her assessment of 
Steinbeck's  writing  about  California  migrant  labor,  Lye  points  out  that  Steinbeck's  other 
California narratives “install the Asiatic as a founding figure of California's agricultural working 
class and one that is, simultaneously, relegated to pre-history” (153). In his narrative about the 
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history of transnational migrant labor in “Harvest Gypsies,” Steinbeck not only presents Asian 
racial formations and Mexican migrants as the “pre-history” for Dust Bowl migration, but also 
portrays transnational migrants as interchangeable and replaceable. The text groups disparate, 
but overlapping histories of migration and exploitation under U.S. colonialism to craft a portrait 
of transnational migrants as a homogenous and non-white subset of migrant labor. Constructing 
the “foreign migrant” as the most homogenous 'other' within California allows the text to both 
highlight the xenophobia directed at all migrants while also demarcating the limits of inclusion. 
Although  framed  through  racial  codes,  transnational  migrants,  in  Steinbeck's  portrayal, 
exemplify the extreme of the text's classification of migrant difference as both alienation in the 
form of labor exploitation and distance from mainstream U.S. social formations. 
The representation of transnational migrants in “Harvest Gypsies” is crucial to the text's 
effort  to  recuperate  Dust  Bowl  migrants  as  white,  normative  citizens.  Despite  his  brief 
acknowledgement of the historical exploitation of transnational migrants, Steinbeck strategically 
portrays transnational migrant labor as only a case study highlighting the long-term impact of 
industrial  agriculture.  He  argues  that  ultimately  white  Dust  Bowl  migrants  will  supersede 
Mexican  and  Filipino  labor,  creating  a  white  community  dispossessed  of  land  and  social 
standing. His call for a “rearrangement of the attitude toward and treatment of migrant labor” 
pivots  on  the  assumption  that  “the  future  farm  workers  are  to  be  white  and  American” 
(Steinbeck, “Chapter One” 3). Readers should understand, Steinbeck argues, that with “this new 
race [of Dust Bowl migrants] the old methods of repression, of starvation wages, of jailing, 
beating and intimidation are not going to work; these are American people” (“Chapter One” 3). 
Invoking “American” as a racial, national, and normative marker, he appeals to U.S. nationalist 
discourses to motivate readers' sympathy for Dust Bowl migrants and link them to modernity. In 
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his schema, the past racial privilege and agrarian experiences of Dust Bowl distinguish them 
from transnational workers who share a similar class status within the industrial farm system: 
"since the greatest number of the white American migrants are former farm owners, renters, or 
laborers, it follows that their training and ambition have never been removed from agriculture” 
(Steinbeck, “Chapter Seven” 8). 
Following Steinbeck's logic, it is not necessarily a history of agricultural practices that 
qualifies Dust Bowl migrants for incorporation into the national body. Otherwise transnational 
migrants would be ideal workers based on Steinbeck's cursory and distorted characterization of 
Chinese,  Japanese,  Mexican,  and  Filipino  workers  as  defined  by  agrarian  sensibilities.  In 
Steinbeck's  account  of  dustbowl  migrants,  however,  a  history  of  private  land  ownership, 
“training,” and “ambition” serve as the rubric for inclusion into the nation. The problem with the 
status  of  migrant  agricultural  labor,  for  Steinbeck,  is  not  necessarily  the  economic  logic 
supporting agricultural production, but the exploitation of working poor, white liberal subjects 
within this system. A full inclusion of Dust Bowl migrants in white, political and economic 
subjectivity, the text suggests, would secure future national economic development. His narrative 
naturalizes white supremacy by creating a mythology of an agrarian past and calls on urban 
readers to incorporate Dust Bowl migrants into the state's social and political community.
The White Family and Migrant Hauntings
 As Steinbeck's narrative links the status of Dust Bowl migrants to the economic well-
being of urban readers and the state, “Harvest Gypsies” suggests that the “problem” of economic 
reproduction  is  intertwined  with  a  “problem”  of  racial  reproduction,  specifically  the 
disorganization of  the white  family.  In one of the narrative vignettes,  Steinbeck describes a 
49
“typical” squatter camp filled with families at different economic and psychological stages. The 
first family occupies a house built with cardboard and attempts to meet middle-class domestic 
protocols of cleanliness and respectability given their  limited resources.  However,  Steinbeck 
warns  that  the  low  wages  and  lack  of  medical  care  will  undermine  the  family's  drive  for 
respectability by telling the story of adjacent adults and children who have been following the 
crops for more than a year. The second family lives in a mud-stained threadbare tent and uses the 
nearby forest as a bathroom. The narrative casts the state of the tent, the site of the bathroom and 
the bodies of the children and adults as the symptom of long-term migration's disorganization of 
white families. After their four year old child dies and the woman gives birth to yet another 
stillborn baby, the woman's eyes take on the “glazed, far-away look of a sleepwalker's eyes” and 
she stops attempting to clean the children and their clothes (Steinbeck, “Chapter Two” 3). The 
children no longer go to school, the man begins to lose jobs more frequently and finally he stops 
even speaking. The family disintegrates as the adults and children no longer perform the labor to 
sustain their relationships.   
Steinbeck's  narrative traces how migrants do not meet normative behavioral protocols 
associated with a patriarchal organization of family in order to both motivate reader engagement 
and  link  the  text's  analysis  of  economic  and  national  reproduction  to  biological  and  social 
reproduction.  By  framing  the  two  portraits  as  evidence  of  different  stages  of  migration, 
Steinbeck's narrative aims to resignify migrants' “sullenness” and divestment from middle-class 
domestic protocols of cleanliness and gendered labor as environmentally produced rather than 
biologically or culturally inherent.  Steinbeck explains, “If these men steal, if there is developing 
among them a suspicion and of well-dressed, satisfied people, the reason is not to be sought in 
their origin nor in any tendency to weakness in their character” (“Chapter Two” 3). Steinbeck's 
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emphasis responds to discourses of white degeneracy presented non-normative behavior as a 
biological and genealogical trait.10 In Steinbeck's portrayal, the family does not perform middle-
class domestic gender roles or meet respectability protocols since they are overcome with a 
“paralyzed dullness with which the mind protects itself against too much sorrow and too much 
pain”  rather  than  exhibiting  biological  “degeneration”  or  miscegenation  (“Chapter  Two”  3). 
Steinbeck's emphasis on the psychological impact of labor conditions indicates that the industrial 
agricultural  system  is  at  fault  for  producing  and  profiting  from  nonnormative  migrant 
formations. The exploitation of Dust Bowl migrants, in Steinbeck's rendering, subordinates the 
reproduction of the white family in order to support the agricultural industry's accumulation of 
capital.
Though  Steinbeck's  narrative  links  Dust  Bowl  migrants'  nonnormative  families  to 
industrial farming's pursuit of profits, Dorothea Lange's photographs framing the narrative offer 
greater insight into the anxieties about white biological reproduction in  “Harvest Gypsies.” By 
the  time  Lange's  photographs  were  published  in  “Harvest  Gypsies,”  her  photographs 
documenting  the  effects  of  the  depression  had already  begun  to  gain  notice.  Based in  San 
Francisco since 1918, Lange had started to photograph breadlines and displaced people in the 
Bay Area in 1933. After exhibiting her photographs at a gallery in Oakland in 1934, Paul Taylor, 
a professor of economics at Berkeley, hired Lange as part of the California Emergency Relief 
Administration (SERA) project. From 1935 until the 1940s, Lange traveled across California as 
well  as the Southwest, Southeast, and Northwest regions of the United States photographing 
migrants or what she and Taylor later described as the “human erosion” taking place in the 
United States (Spirn 16-18). 
Although  a  number  of  Lange's  well-known  photographs  prominently  frame  the  San 
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Francisco News  series, the few studies addressing “Harvest Gypsies” neglect to note how the 
photographs perform a narrative function in “Harvest Gypsies.” This could be a result of the 
frequent use of  Their Blood is Strong, the 1938 prose-only pamphlet version of the “Harvest 
Gypsies” produced by the Simon J. Lubin Society of California, as an intertext for Steinbeck's 
later Grapes of Wrath. My analysis of Lange's photographs as they appear in the original layout 
of “Harvest Gypsies” in the San Francisco News demonstrates how the photographs serve as a 
crucial  component  of  the  narrative  about  white  migrant  reproduction  in  “Harvest  Gypsies.” 
Lange's photographs, I argue, both complement and amplify Steinbeck's narrative by suggesting 
that industrial  agriculture places white femininity and reproduction in crisis. Simultaneously, 
however, Lange's photographs invite oppositional readings. As I discuss below, her photographs 
can  be  read  as  traces  of  alternative  histories  that  expose  and  challenge  the  imperial,  white 
supremacist politics of “Harvest Gypsies.”
My analysis  of  Lange's  photographs  as  contributing  to  the  series'  narrative  of  white 
disorganization under  industrial  agriculture  follows from the  aesthetic  and thematic  patterns 
created through the editors' juxtaposition of the photographs and Steinbeck's prose. Over the 
course of the series, the  San Francisco News published thirteen photographs by Lange. While 
the layout of the newspaper pages shifted with every week, the photographs tend to float above 
the center of the prose columns and at other times the text wraps around their edges. The shifting 
layout encouraged readers to address the text as a frame for the photograph and vice versa. The 
organization of the photographs in relation to Steinbeck's text both confirms and contrasts the 
characterizations and stories circulated in the prose, encouraging the reader to move between the 
prose and the visual texts. 
The formal dimensions of the relationship between the photograph and prose are echoed 
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by the thematic patterns in the photographs themselves. The photographs consist of portraits of 
individual migrants, groups, migrant housing, and fields. The selection of photographs published 
with  Steinbeck's  prose  primarily  supplements  his  narrative's  focus  on  white,  Dust  Bowl 
migrants. Only the sixth installment of the series on October 10th, 1936 includes a photograph 
depicting what the caption describes as a “foreign migrant” [see Figure A]. 
The portrait  of the transnational  migrant brings into sharper resolution how “Harvest 
Gypsies” presents Dust Bowl migrants as white, subjects requiring recuperation on the basis of 
their potential for perpetuating liberal subjectivity and white hegemony. While the photograph 
demonstrates that  “Harvest  Gypsies” visually acknowledged the exploitation of transnational 
migrants,  a  close examination of Lange's  composition and the newspaper's  editorial  framing 
shows that the portrait naturalized this exploitation. Lange's portrait of the transnational migrant 
illustrates how the series primarily addressed transnational migration in order to rationalize its 
portrayal of Dust Bowl migrants as citizen-subjects requiring urban readers' sympathy and aid. 
Like Steinbeck's prose, the photograph collapses the spatial and temporal positionality of 
the “foreigner” with racial codes to present the transnational migrant as a homogeneous other. 
Flanked by closely cropped photographs of tents in worker camps and a worker cabin, a large 
portrait of a single migrant worker standing in a field centers the layout of the October 1st, 1936 
article  of  “Harvest  Gypsies.”  Beneath  the  portrait,  San  Francisco  News editors  include  the 
caption: “A typical alien farm laborer and some types of homes in which he is forced to live” 
(“Chapter Six” 14).  The photographs,  as a group, convey the difficult conditions of migrant 
labor:  the  cabin  suggests  an  overcrowded  bunk  house  and  clearly  depicts  makeshift  tents. 
Supplementing  the  details  within  the  photographs  of  the  worn-down  tents  and  cabins  in 
disrepair,  the central portrait of the migrant worker draws attention to the harsh conditions of 
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migrant labor. The worker's worn hands and the tears in the his overalls and hat are clear even in 
the newspaper reproduction of Lange's print.
The caption's critical tone suggests that the newspaper includes the portrait of the worker 
to  illustrate  the  exploitation  of  transnational  migrants.  However,  the  composition  of  the 
photograph reinforces Steinbeck's representation of transnational migrants as ancillary to Dust 
Bowl migrant formations. The man fills the frame of the photograph, centered as a singular 
figure facing the camera and framed by fields and the horizon. Since his gaze, posture and the 
orientation  of  the  hat  that  he  holds  in  his  hand  are  the  only  gestures  visible,  the  caption 
describing the man as a “typical alien farm laborer” provides the only information concerning 
his role in the photograph. The caption and details of the subject's clothing and gestures fail to 
fully  place  the  worker.  There  is  no  information  about  his  nationality,  location,  or  personal 
history. Even the man's features are blurred due to shading caused by the angle of the sun. 
The composition of the portrait and the caption present the man as a “type” ready for 
visual consumption by readers in the metropole. Lange's composition and the  San Francisco 
News caption suggest that the details do not matter. Although the “foreign migrant” can be read 
as  performing  masculinity  through  the  clothing,  the  caption  tellingly  only  emphasizes  the 
subject's 'foriegnness.'  The man's face, clothes, and location in a rural field positions him as 
“other” vis a vis the reader. The photograph presents the figure as representative of homogenous 
masses marked as “foreign” and out of place within the U.S. national narrative. Even the man's 
slight gesture of the extended, upturned hat, possibly prompted by Lange or perhaps initiated by 
the  man himself,  contributes to  the text's  portrayal  of  transnational  migrants as subjects  for 
cultural and economic consumption. The caption and portrait ultimately present the “alien farm 
laborer” as a symbolic container for the prose's emphasis on the spatial,  temporal and racial 
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otherness of transnational migrants. Rendering the “foreign migrant” vague situates transnational 
migrants as easily replaceable and subject-less in the visual framework of the text. 
 While  supplementing  Steinbeck's  portrayal  of  transnational  migrants,  Lange's 
photograph of the “foreign migrant” clarifies that the text's anxiety about migration is primarily 
concerned with the impact of industrial agriculture on Dust Bowl migrants. Unlike her portrait of 
the transnational migrant, Lange's photographs of Dust Bowl migrants express anxieties about 
white kinship while also attempting to recuperate Dust Bowl migrants for an urban audience. 
Her photographs of Dust Bowl migrants, in particular the photograph accompanying the first 
article in the “Harvest Gypsies,” centers the performance of white femininity and reproduction to 
present Dust Bowl migrants as subjects in crisis.
The  first  article  of  “Harvest  Gypsies,”  published  on  October  5,  1936,  featured  a 
photograph  depicting an  unnamed  woman  (later  identified  in  1970s as  Florence  Owens 
Thompson) holding a baby (Norma Owens) with a blond child (Ruby Owens) peering over the 
woman's shoulder [Figure B].11 Although the newspaper cites Lange as the photographer, it does 
not identify the photograph as part of Lange's now-famous sequence of photographs of migrant 
workers completed as part of her work for the Farm Security Administration in  1936. Lange's 
series,  later  described  as  the  “Migrant  Mother”  series  depicting  Owens  Thompson  and  her 
children,  continues  to  be  some of  the  most  famous  photographs  associated  with  the  Great 
Depression and the Progressive Era. 
Unlike  Lange's  other  photographs  featuring  Owens Thompson,  in  particular  the  now 
iconic and heavily cropped “Migrant Mother” [see  Figure C], the photograph reprinted above 
Steinbeck's article depicts Owens Thompson and the faces of the child and baby framed by a 
field and lantern. The child's pensive stare at the ground contrasts Thompson's gaze that extends 
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beyond the photograph's frame. Lange's original caption for this particular photograph presents 
the figures as representative of the “hungry” and “destitute” 2,500 migrants living in the pea 
pickers camp (Lange 1936).  The San Francisco News caption below the photograph, however, 
frames the photograph in broader terms: “The family of a Nipomo pea picker--a 'picture story' of 
child  innocence  and maternal  apprehension.  How long here--and where  to  next?” (“Harvest 
Gypsies,” October 5, 3). The caption's suggestion that readers should understand the figures to 
be expressing “maternal  apprehension” and “child innocence” discards the specificity  of the 
location and even Lange's original caption emphasizing the figures' poverty. Instead, the caption 
frames the image as a symbolic narrative about Dust Bowl migrant labor; the unnamed woman 
and children tell a story about how industrial agriculture forecloses white middle-class ideals of 
domesticity and renders normative kinship formations precarious. 
In her detailed analysis of Lange's iconic “Migrant Mother,” Jacqueline Ellis argues that 
Lange  constructed  her  photographs  of  Owens  Thompson  to  create  a  sentimental  appeal  to 
middle-class ideals of motherhood (41). The photograph of Owens Thompson and her children 
published as part of “Harvest Gypsies” on October 5th calls on similar discourses of motherhood. 
Their tense bodies  appear to perform “maternal apprehension” and “child innocence.” Even as 
the photograph appears to confirm the figures' performance of white, normative motherhood, 
however, the woman and her children represent a social positionality simultaneously outside the 
ideal construction of the family. Here Steinbeck's emphasis on a national futurity built through 
reproduction  elaborates  the  editors'  presentation  of  the  photograph:  “The  new  migrants  to 
California from the Dust Bowl are here to stay. They are of the best American stock, intelligent, 
resourceful; and, if given a change, socially responsible” (“Chapter Seven” 8). Improving the 
labor conditions, Steinbeck argues, will allow Dust Bowl migrants to achieve their potential as 
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“citizens of the highest type” (“Chapter Seven” 8).  When read in the context of Steinbeck's 
prose, the description of the woman's expression as “maternal apprehension” marks the struggle 
of Dust Bowl workers within an exploitative industrial farming system. The visual details lining 
Owens Thompson's face join the children's sparse, ragged clothing to suggest that the demands 
of the industrial farming system break down both the bodies and the heteropatriarchal kinship 
formations of dustbowl migrants. 
Instead  of  leading readers  to  understand such family disorganization  as  pathological, 
however, Steinbeck's prose frames the photograph as evidence that dustbowl migrants need to be 
“given a change” in order to perform normative modes of kinship. In the context of this logic, 
the photograph marks an anxiety about the futurity of white  domination.  Within Steinbeck's 
framing, the photograph reinforces the ideal of maternal domesticity and voices a critique of the 
labor system's focus capital accumulation at the expense of normative white kinship protocols. 
Not only does “Harvest Gypsies” suggest that the woman as a white, reproductive body requires 
social recuperation to ensure future national and patriarchal stability, but the economic structures 
responsible  for  her  “maternal  apprehension”  require  revision  in  order  to  reproduce  white 
domination within the racial order. 
The symbolic function of Lange's photograph of Owens Thompson contributes to the 
narrative about  industrialism's  disorganization of  the white  family.  Yet,  it  also points  to  the 
untold migrant stories haunting “Harvest Gypsies.” In 1978, the Los Angeles Times published an 
article “'Wish she hadn't: 'Migrant Mother' Feels Exploited”' investigating the circumstances and 
subject of Lange's “Migrant Mother” series identified Owens Thompson as the unwilling subject 
of Lange's famous photograph (Hariman 54). Later in an 1995 interview with reporter Geoffrey 
Dunn, Owens Thompson again related that although Lange frequently took detailed notes about 
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her subjects in her FSA-sponsored photographs she neglected to interview the subject of her 
most famous photograph and series. Dunn's article expanded on the 1978 article discussing how 
Owens  Thompson  had  asked  Lange  not  to  publish  her  photograph  and  later  asked  for 
compensation (22). In addition to marking Owens  Thompson's frustration with the continuing 
publication of the photograph, the article “reveals” that Thompson, conventionally read as the 
icon of white Dust Bowl migrants, was “a full-blooded Cherokee” whose parents belonged to the 
Cherokee Nation (Dunn 21). Prior to the chance encounter with Lange, Owens Thompson had 
been traveling around California for ten years with her children working at restaurants, in the 
fields,  and  later  as  an  organizer  during  1930s  farm  labor  struggles  (Dunn  21,  “Exploring 
Contexts” 1). When Lange photographed her and the children, they were waiting for Jim Hill, 
Owens Thompson's partner at the time, and her sons to return from repairing their car before 
moving on to another Watsonville to pick lettuce (Dunn 22). Although they had stopped near a 
pea pickers camp, they did not fit the description of being “destitute” pea pickers who had “just 
sold their tent in order to buy food” as stated in Lange's original caption and the San Francisco 
News caption.
The degree to which Lange's photograph inserts an alternative migration narrative into 
“Harvest Gypsies,” could not have been fully known to the  1936 editors.  Yet, the information 
provided  by  Owens  Thompson  exposes  a  unspoken  foundation  to  Steinbeck's  analysis  of 
industrial farming and the process of racial ordering in “Harvest Gypsies”: the rationalization of 
imperial histories and ongoing colonial violence in the Americas. As Sally Stein has noted in her 
analysis  of  the  deployment  of  Lange's  photograph since  the  1930s,  Lange's  photographs  of 
Owens Thompson as well as the popular and academic reproduction of the photograph as iconic 
of  white  migration  expresses  a  “eugenic  sensibility,”  naturalizing  the  Anglo  myth  of  the 
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“Vanishing Indian” and the fantasy of rightful “inheritance” to the Americas (354). In Stein's 
assessment, it is crucial to address Owens Thompson's self-narrative about her Cherokee identity 
and the historical support gathered by Dunn in order to “problematiz[e] the historic assumptions 
of normative whiteness, the notions of passing, and passing likeness” (355). The San Francisco 
News's 1936  deployment of  Lange's  portrait  of  Owens  Thompson  and  her  children  as 
exemplifying threatened white femininity and the effects of industrial farming on white family 
follows the pattern of erasing indigenous subjects and naturalizes  whiteness as an organizing 
point of reference. Even more fundamentally, “Harvest Gypsies” contributes to presenting the 
Americas  and  California  as  always-already  'property'  and  'resources'  for  manipulation  and 
consumption by a U.S. economic system. Although not part of the explicit discourse of “Harvest 
Gypsies,” the photograph speaks to the histories of U.S. imperial expansionism, the genocide 
and forced migrations of indigenous peoples, the colonial dynamics of industrial agriculture and, 
most  importantly,  the  agency  and  survival  strategies  of  Owens  Thompson  under  these 
conditions.
Considering how Lange's photograph unintentionally integrates the histories of settler 
colonialism and its violence through Owens Thompson, it becomes clear that “Harvest Gypsies” 
performs the  ideological  work  of  reorganizing  power relations in  both temporal  and spatial 
terms.  Just  as  Steinbeck's  brief,  distorted  history  of  transnational  migrant  labor  proposes  a 
temporal  and  spatial  schema  that  obscures  and  displaces  Mexican,  Chinese,  and  Filipino 
migrants' historical and political claims to California, the text's appeal to an imagined urban San 
Francisco readership and the representation of white migrant families and Owens Thompson, in 
particular, codifies modernity as an urban terrain of white citizens and potential rural citizens. 
“Harvest Gypsies” produces California as a space organized around a white heteropatriarchal 
59
kinship predicated on the  erasure of  indigenous communities,  the exclusion of  transnational 
migrants from the nation, and the assimilation of European migrants. 
Urban Fictions of Migration
While “Harvest  Gypsies” performs the spatial  and ideological work of constructing a 
national  social  order and California  geography,  it  is  important  to return to the way the text 
divides California into scalar units of 'urban' and 'rural.' As the previous sections have noted, 
both  Steinbeck's  prose  and  San  Francisco  News editors  address  the  audience  of  “Harvest 
Gypsies” as an urban, white working-class and middle-class readership. The text's distinction 
between the readers and the subjects represented in the series points to a particular configuration 
of the 'urban' as a space of economic and social stability in comparison to sites of industrial 
agriculture.  However,  as  the  appeals  to  readers  indicate  in  “Harvest  Gypsies,”  the text  also 
proposes that the city and landscape of 'rural' industrial agricultural are co-constitutive. The text 
links  urban readers  to  the  exploitation  and  disorganization  of  white  heteropatriarchal  social 
practices initiated by industrial agriculture in two ways. “Harvest Gypsies” implies that urban 
readers' desire for low cost food and capital accumulation not only encourages white migrant 
disorganization, but also if rural exploitation is not checked it could undermine white, urban 
social formations.  
While “Harvest Gypsies” indicates that urban readers are implicated in the 'problem' of 
agricultural migration, the series does not clarify how early twentieth century cultural workers 
understood the relationships between capital, urban space, and migrant social formations. In the 
following section,  I  examine  the  portrayal  of  modern  urban  social  formations  in  John  Dos 
Passos's  popular  novel  Manhattan  Transfer (1925).12 Examining  how  Manhattan  Transfer 
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projects migrant social formations within a different urban landscape provides a useful point of 
comparison with “Harvest Gypsies.” I consider the following questions: What concepts organize 
the portrayal of metropolitan social formations in  Manhattan Transfer? To what extent do the 
national,  economic  and  racial  imaginaries  of  “Harvest  Gypsies”  and  Manhattan  Transfer 
intersect? To what extent, then, did concerns about whiteness, gender, and reproduction within 
the metropolis generate a cultural landscape impacting transnational migrant production during 
the 1920s and 1930s?  The vision of the city outlined in  Manhattan Transfer joins the rural-
urban  imaginary  produced  in  “Harvest  Gypsies”  in  presenting  migration  as  a  process 
destabilizing white, heteropatriachal social relations. Yet,  Manhattan Transfer also centers the 
affective dynamics of movement through urban space as disorganizing white femininity and 
heteropatriarchal kinships. And, more directly than the San Francisco News reprint of Lange's 
photograph,  Manhattan  Transfer  exposes  the  imperial  structures  supporting  the  city  and  by 
extension  urban  racial  orders.  Manhattan  Transfer's  narrative  identifies  the  modern  U.S. 
metropolis as a colonial metropole. 
As Manhattan Transfer outlines a critique of the imperial foundations of U.S. capital, it 
figures the white social formations produced by urban, imperial capital as both unfulfilling and 
ultimately dangerous to the perpetuation of white patriarchy. While vastly more complex than 
“Harvest  Gypsies”  in  its  aesthetic  and  political  critique  of  the  generative  capabilities  of 
capitalism,  Manhattan Transfer, I argue, joins Steinbeck in representing white patriarchy as a 
social  formation  in  crisis  and,  like  San Francisco  News  editors,  centers  a  portrait  of  white 
femininity as exemplifying capitalism's threat to white, heteropatriarchal domination. Yet, unlike 
the call  for better state management of migration in “Harvest Gypsies,”  Manhattan Transfer 
ultimately projects a fantasy of white, patriarchal rural migration as an alternative to imperial 
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capitalism. By tracing how Manhattan Transfer projects a vision of the metropolis as a threat to 
white  patriarchy  and  figures  urban  to  rural  migration  as  a  response  to  metropolitan  social 
formations,  this  section  highlights  how the  novel  circulates  fictions  about  urban  migration 
during the 1920s and 1930s.
Manhattan Transfer offers  a  genealogy  of  New  York  City  that  begins  in  the  late 
nineteenth century and ends with the post-war recession of 1918-1921. The novel focuses on two 
characters, Ellen Thatcher and Jimmy Herf, but continuously interweaves the stories of failed 
bankers,  immigrant  workers,  and  bootleggers  to  sketch  the  contours  of  Manhattan  during 
industrialization, the first World War, and the recession following the war. The novel, through 
collages  of  advertising  slogans,  newspaper  articles,  and  narrative  vignettes,  functions  as  an 
aesthetic  and  thematic  meditation  on  Manhattan  as  a  “metropolis.”  Early  in  the  novel,  the 
narrative  inserts  a  newspaper  headline  introducing  New York  as  a  historical,  symbolic  and 
material site of national and international convergence:
“MORTON SIGNS THE GREATER NEW YORK BILL”
COMPLETES THE ACT MAKING NEW YORK WORLD’S SECOND METROPOLIS
Breathing  deep  he  folded  the  paper  and  laid  it  on  the  table.  The  world’s  second 
metropolis…And dad wanted me to stay in his ole fool store in Onteora. Might have if it 
hadn’t been for Susie…Gentlemen tonight that you do me the signal honor of offering me 
the junior partnership in your firm I want to present to you my little girl, my wife. I owe 
everything to her.” (Dos Passos 12-13, original formatting)
In 1898,  New York City (Manhattan and the Bronx) annexed Brooklyn, Queens and Staten 
Island to become “The Greater New York City,” the second largest urban center after London, 
England.  The  designation  of  New  York  as  a  metropolis  indexed  not  only  the  increase  in 
population to 3.1 million residents, but also its stature as a national and international economic 
and cultural  center in North America.  As the passage outlines, the status of New York as a 
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metropolis  relied  on  more  than  the  physical  relocation  of  rural  workers  to  the  city.  In  Ed 
Thatcher's reflection on his migration to the world's second metropolis,  he suggests that  the 
designation of the city as a metropolis has greater cultural valence than the recorded population 
size.  Thatcher's  revaluation  of  the  city  as  a  symbolic  place  within  a  national  and  global 
imaginary  shifts  the  significance  of  his  promotion  to  middle  management  within  a  rather 
mundane firm. He senses that he is part  of a collectivity greater than his business firm: the 
“metropolis.”
What  is  most  striking  about  the  novel's  portrayal  of  the  social  dimensions  of  urban 
growth concerns Thatcher's characterization of Susie as the catalyst of his journey to the city. 
Susie's desire “to be part of something” casts their migration as an attempt to participate in a 
collective push toward modernity. The novel's presentation of Thatcher as successful in New 
York due to Susie's efforts to claim the collective imaginary of a “metropolis” establishes the 
central focus of the novel: the relationship between urban space and white femininity.  
As  a  result  of  her  motivation  to  move to  New York not  only  does  her  husband Ed 
Thatcher secure a bourgeoise position, but Susie also lays the foundation for the development of 
the novel's main character, her daughter Ellen Thatcher. Born after Ed and Susie migrate to New 
York, Ellen serves as a focal point for the novel's representation of urban social relations. The 
novel follows Ellen's marriages to a gay actor, John Oglethorpe, and reporter Jimmy Herf, her 
subsequent affairs, and her increasing success as an actress. Alongside Ellen, Jimmy emerges as 
a central character in the novel. He pursues a mediocre career in journalism, marries Ellen, and 
after divorcing he decides to leave New York. The novel closes with Ellen pursuing success in 
the city and Jimmy Herf taking a ferry to Hoboken, New Jersey and hitching a ride in the rural 
countryside. 
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While I focus on the novel's characterization of urban white femininity and the urban to 
rural arc of the plot as the primary site of the novel's critique of urban capital's impact on white 
reproduction, the formal, aesthetic characteristics of  Manhattan Transfer also contribute to the 
construction of the metropolis as a site producing forms of white femininity that undermine 
stable social relations. Dos Passos scholars frequently cite the novel's movement between wide-
angel description, non-contextualized dialogue, advertising slogans and close-range detail as a 
narrative technique that moves the reader from spectator to participant in the migrating cultures 
of  the  modern metropolis much like early film.13 Ronald  Martin proposes that  the narrative 
fragmentation creates an “effect of verisimilitude” as if it were a “photographic synecdoche” 
(329,  331).  I  read  the  fragmentation  and  montage-effect  in  Manhattan  Transfer more  as  a 
narrative technology recreating the power dynamics of modern urban space in order to further 
motivate its portrayal of the metropolis as a site of racial crisis. Ellen's story emerges as a result 
of how the reader makes sense of the various vignettes about her parents' migration to New 
York,  the  juxtapositions  of  advertising  campaigns,  stream-of-consciousness,  and  other 
character's consideration of her thoughts and actions. Yet, the ordering, pacing, perspective and 
choice of content limit the range of interpretations available to the viewer or reader. Through the 
tension arising from soliciting the reader to participate while also directing the reader's gaze and 
analyses,  the  novel  highlights  its  concern  with  the  role  of  capital  in  structuring  both  urban 
landscapes and modern modes of engagement. 
By  asking  the  reader  to  negotiate  and  reevaluate  the  power  differentials  created  by 
reading a  collage  of  stories  while  also representing capitalism's  disorienting impact  through 
Ellen's  character,  the  novel  centers  the  absence  of  emotional  bonds  and  spectatorship  as  a 
fundamental component of the metropolis' disorganization of normative white social formations. 
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For readers, the fragmentation of the narrative enables scenes of looking and an opportunity to 
consume images and stories non-linearly and at a remove from the immediacy of experience. 
And although this narrative strategy may appear to celebrate spectatorship, the novel's form, like 
Dos Passos's presentation of characters as examples of the disorganizing impact of capital on 
white, patriarchal hegemony, attempts to provoke readers to see their disengaged consumption as 
unfulfilling and alienating.   
If  the  disjointed  narrative  movement  between Ellen  and Jimmy and other  characters 
highlights how Manhattan Transfer uses readers' experiences and the representation of alienation 
to motivate its critique of the metropolis, the novel's consistent return to Ellen ultimately figures 
urban, white femininity as the central point of the crisis produced by modern capitalism. Ellen 
embodies  her  parents'  project  of  upward  class  mobility  as  she  find  success  as  a  Broadway 
actress, marries Jimmy, and has a child. However, her eventual financial and social success does 
not lead to resolution. Instead, she engages in a cycle of marriages, shows, and affairs that leaves 
her character perpetually moving through a set of “shining soundless revolving doors” thinking 
to herself,  “Care for what, for what; the opinion of mankind, money, success, hotel  lobbies, 
health, umbrellas, Uneeda biscuits...? It's like a busted mechanical toy the way my mind goes 
brrr all the time” (Dos Passos  400). The novel emphasizes that Ellen self-consciously moves 
within a closed circuit of revolving doors endlessly pursuing financial success and emotional 
resolution. The advertising images, objects and concepts that repetitively running through her 
mind match the revolving door to create a performance evacuated of meaning. Both her body 
and thoughts operate as “a busted mechanical toy” stuck repeating the same limited motions and 
rendering satisfaction or progress elusive (Dos Passos 400).
Dos  Passos's  characterization  of  Ellen  as  caught  in  a  never-ending  cycle  echos  the 
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narrative and representational conventions structuring naturalist novels about urban modernity. 
Jennifer Fleissner has argued that naturalist representations of young white women who migrate 
to urban areas at the turn-of-the century expressed both a fantasy and compulsion toward an 
open-ended, yet never realized future. In Fleissner's analysis, the modern young woman's plot in 
naturalist fiction contains “neither the steep arc of decline nor that of triumph, but rather by an 
ongoing, nonlinear, repetitive motion—back and forth, around and around, on and on—that has 
the distinctive effect of seeming also like a stuckness in place” (9). The novel follows a similar 
trajectory, presenting Ellen's life as an endless set of revolving doors or another performance of 
the  same  unfulfilling  role.14 However,  Manhattan  Transfer moves  beyond  naturalist  writers' 
consolidation of the New Woman as a disruption of racialized gender norms by linking the 
“stuckness” of white femininity to the urban structures of capital. Through the repetition of the 
slogan for “Uneeda biscuits” that enters Ellen's thoughts while passing through another hotel 
door,  the  novel  represents  consumer  culture  as  pervasive  to  the  point  of  destabilizing  both 
decision-making  and  social  formation.  For  Dos  Passos,  Ellen  catalyzes  and  embodies  the 
problem of  the  metropolis:  the  failure  of  a  white  femininity  built  through  the  disciplining 
mechanisms of consumption as an economic practice.
It may be surprising to argue that a novel celebrated by Sinclair Lewis as exposing the 
“incalculable,  obscene,  magnificent  glory”  of  urban  life  figures  consumerism  and  capital's 
disorganization of white kinship formations as threatening (14). For in its vignettes, subplots and 
particularly its deployment of prohibition as a trope, the Manhattan Transfer does not appear in 
support of managing social formations or disciplining desire. Throughout the novel, prohibitions, 
as both the state-level regulation on alcohol from 1920-1933 and the broader social management 
of  sexuality,  are  unable  to  compel  the  characters  to  align  their  practices  and  desires  with 
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protocols of respectability or heteronormative conventions. Not only does Ellen and Jimmy's 
friend Hildebrand argue “that  the difficulty under prohibition is keeping sober” (Dos Passos 
279), but almost all of the characters attempt to maintain public perceptions of happy marriages 
while pursuing affairs, especially in the case of Ellen and her first husband John Oglethorpe 
whose affection at times focus on the same men. The problem with both forms of prohibition, 
the novel suggests, is that it creates a veneer of respectability and convention even though the 
desires  and  practices  of  residents  and  migrants  to  New York  do  not  conform.  As  Jimmy's 
response  to  Tony  Hunter's  account  of  his  tortured  attempts  to  suppress  his  desire  for  men 
summarizes the effect of prohibitions on urban social formations: “All the hushdope about sex. 
I'd never realized it before tonight, the full extent of the agony […] Everything would be much 
better if suddenly a bell rang and everybody told everybody else honestly what they did about it, 
how they lived, how they loved. It's hiding things that make them putrefy” (Dos Passos 235).
While the novel appears to call for a reorientation of urban social codes in its recognition 
of desire, Manhattan Transfer's portrayal of Ellen's desires and practices ultimately points to a 
more conservative political  project.  Ellen's  sexual,  reproductive,  and emotional  practices  not 
only serve as the most visible impact of the disorganizing dynamics of the industrial metropolis, 
but are also subject to the novels' most despairing critique. Although Ellen struggles with  her 
feelings for Stan Emery, a wealthy, failed college student who later commits suicide, the novel 
casts  her  as  a  woman  prioritizing  her  career  and  self-determination  to  the  point  of 
unsentimentally  moving through a  series  of  unstable  relationships.  She divorces twice,  goes 
through with an abortion after her Stan's suicide, struggles to give affection to the child she 
eventually  has  with  Herf,  pursues  affairs  and  finally  agrees  to  marry  a  wealthy  older  man 
seeking election in New York. 
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Manhattan  Transfer presents  Ellen's  lack  of  investment  in  normative  sexual  and 
reproductive  protocols  as  an  example  of  urban  capital's  adverse  impact  on  white  social 
formations rather than a reaction to prohibition. The novel portrays Ellen as not only influenced 
by  the  never  ending circulation  of  consumer  culture,  but  also  actively  pursuing power  and 
success in the theatre economy. As Ellen engages in extra-marital sexual relationships and hires 
a nanny to take care of her son to further her career, the novel depicts the theatre economy as one 
of the most visible forms of consumer capitalism encouraging women to disregard conventional 
gender roles ascribed to reproductive kinship. As if to reinforce the tragic arc that the plot and 
the  narrator  ascribes  to  Ellen's  participation  in  the  theatre  economy,  Ruth,  an  unsuccessful 
actress who lives across the hall from Ellen and John Oglethorp, clarifies the novel's assessment 
of Ellen's lack of emotional investment in marriage. Recounting a series of dramatic episodes 
between Ellen, Oglethorp, and Tony Hunter in her apartment building, Ruth explains to Jimmy 
that  Ellen  married  Oglethorpe  knowing  his  preference  for  men,  in  this  case  Tony,  because 
“Ogle's done everything in the world for her. If it hadnt been for him she'd still be in the chorus...
[...] Why that girl'd marry a trolleycar if she thought she could get anything by it.” (Dos Passos 
134,  156)  Ruth's  characterization  of  Ellen  emphasizes  how  Ellen's  ambition  drives  her  to 
perform conventional gender roles, but not necessarily conventional sexual practices in order to 
advance in her theatre career and secure a higher class and social status. 
While the novel's portrayal of Ellen appears skeptical of women's pursuit of professional 
careers, it develops a more complex critique of Ellen's superficial performance of gender roles. 
In almost all of her relationships, including her relationship with her son, Ellen has difficulty 
performing,  let  alone  feeling,  affection  or  interest.  Between  finding  “family  life  just  too 
desperately complicated,” avoiding discussions about children and never wanting another child 
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since she convinces herself that her son is “halfwitted,” Ellen performs heteronormative gestures 
and roles, but never expresses any investment in the heteronormative structures themselves (Dos 
Passos 278, 302). 
Through  the  actions  and  characterization  of  Ellen,  Manhattan  Transfer  exhibits  an 
anxiety not only about capitalism's disruption of gender roles, but also consumer capitalism's 
impact on the feelings (more precisely capitalism's disruption of love and empathy) and moral 
codes  associated  with  white  heteropatriachal  social  relations.  Throughout  the  novel, Ellen's 
alienation under capital functions as a symptom of the management and repression of desire 
through  normative  social  codes.  Her  character  serves  as  an  example  motivating  Herf's 
condemnation of respectability and heteronormative structures.  However, the novel also uses 
Ellen's character to emphasize a broader argument concerning the production of urban subjects 
as spectators rather than empathetic actors. In the last vignette of the novel dedicated to Ellen, 
the novel links Ellen's pursuit of wealth and lack of emotional engagement within the metropolis 
to  the  production  of  spectatorship  and  a  lack  of  empathy  across  social  borders.  Sitting  in 
Madame Soubrine's dress shop waiting for her evening gown, Ellen smells smoke and goes 
behind  the  curtain  to  see  an  immigrant  named  Anna  Cohen  caught  amidst  blazing  tulle. 
Attempting to suppress the flames, Madame Soubrine tells Ellen to reassure the customers in the 
front of the store. Instead Ellen goes out to the street and watches:
She wants to go away but she can't, she's waiting for something [...] Attendants carry in 
the folded stretcher. Ellen can hardly breathe. She stands beside the ambulance behind a 
broad blue policeman. She tries to puzzle out why she is so moved; it is as if some part 
of her were going to be wrapped in bandages, carried away on a stretcher. Too soon it  
comes out, between the routine faces, the dark uniforms of the attendants. (Dos Passos 
399)
Moving from inside the dressmaker's shop to join the crowds, Ellen enters a scene of looking 
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where she becomes part of the spectacle of the fire engines, police response and removal of the 
victim. The scene follows a generic “scene of an accident” mode by emphasizing the distance 
between the crowd and the victim at the same time that the crowd's desire for spectacle keeps 
them waiting for the victim to emerge. In privileging Ellen's perspective by describing how she 
is moved by the accident and rendered immobile, the narrator suggests that the sense of spectacle 
relies on a mix of voyeurism and empathy. Ellen cannot leave because she both wants to see the 
disfigured body of the girl and she is immobilized as she momentarily identifies the girl's body 
as potentially her own. However even as Ellen feels “as if some part of her were going to be 
wrapped up in bandages” the limits of her affective and empathetic reaction become clear as she 
returns to  a  voyeuristic,  cynical  position  by  addressing  her  proximity to  the woman on the 
stretcher  through a  prism of  social  hierarchies.  The narrator  signals her  easy move back to 
voyeurism and indifference by describing the stretcher with Anna's body as emerging “too soon” 
(Dos Passos 399). The impersonal pronoun and the indication of untimeliness suggests a limited 
potential for affect to establish a link among Ellen and Anna. Although Ellen's empathy arises 
out of a shared gender position, Ellen's ability to walk away rests on her reading of Anna as a 
figure of difference. The untimely appearance of the stretcher and Anna's injured body renders 
her alien and unrelateable to Ellen. The financial potential of Anna's difference disrupts Ellen's 
empathy: “Suppose I'd been horribly burned, like that girl, disfigured for life. Probably she can 
get a lot of money out of old Soubrine,the beginning of a career” (Dos Passos 400).  Ellen's 
efforts to discipline her emotional and psychological response to Anna's body marks a return to a 
cynical appraisal of herself and Anna's future. Although she momentarily considers what she 
would felt  had she been “like that  girl,”  her  rationalization of  the  accident  as an economic 
opportunity for Anna further mitigates any long-term empathy or political  realignments. Her 
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retreat to a spectator's position forecloses the potential alliance across perceived class, racial, 
national, and embodied points of difference.  
Anna's  body,  through  Ellen's  narrative,  becomes  a  litmus  of  urban  capitalism, 
reconfigured through its potential as a source of future economic profit through lawsuits. When 
placed in conversation with “Harvest Gypsies,” the scene exhibits a set of similar anxieties about 
capitalism's effects  on social  formations,  but  also figures the metropolis as undermining the 
production of  reproductive,  affective  and political  alliances.  Like the scenes of  looking that 
“Harvest Gypsies” describes through the figure of the rural tourist and creates for urban readers, 
the novel links Ellen's vacillation between empathy and indifference to the role of the spectator 
as a consumer within capitalist structures. Although Ellen occupied a working class position 
early in her theatre career, she sees Anna as foreign in two senses. Anna ultimately appears to 
Ellen as a disfigured, abject body and a worker occupying a different social status. Ellen refrains 
from a full, empathetic investment in Anna and instead frames Anna in terms of her economic 
potential. 
Janet Casey has read Ellen's failure to express empathy or act in solidarity with Anna as 
exemplifying Ellen's inability to cross class boundaries and “perceive gender as a fundamental 
social bond” (113). While the novel certainly projects Ellen's investment in class difference as 
inhibiting  gender  solidarity,  the  closing  portion  of  the  scene  suggests  a  greater  critique  of 
metropolitan social practices. After viewing the spectacle of Anna's body, Ellen leaves to join 
theatre  financiers  for  dinner.  Within  minutes,  she  is  exiting  a  cab  and  “advancing  smiling 
towards two gray men in black with white shirtfronts” (Dos Passos 400). Ellen's ability to excise 
Anna from her mind and refocus her attention on her career underscores the novel's presentation 
of structures of capitalism as able to repackage moments of potential cross-class recognition and 
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affiliation through identification as spectacles for consumption. 
While the tone of the narrator in the dress shop fire scene indicates a critique of Ellen's 
disengagement  with  Anna,  the  full  extent  of  its  skepticism  about  social  relations  in  the 
metropolis becomes clearer through the the closing scene of the novel. In the scene immediately 
following the dress  shop fire  and Ellen's  distracted response,  Jimmy Herf  quits  his job and 
decides to leave Manhattan. He takes a ferry to Hoboken and begins walking, “taking pleasure in 
breathing in the beat of his blood” and enjoying the “morning pearliness” of the dawn” (Dos 
Passos  404).  Eventually  he  hitches  a  ride  with  a  truck  driver.  Answering  the  truck driver's 
question about his destination, Jimmy's response : “I dunno. . . . Pretty far” (Dos Passos 404). 
Jimmy's departure from Manhattan and his disregard for Martin, his son with Ellen, exhibits a 
break with a heteropatrical family model. However, the narrative's description of his excitement 
and the narrative  emphasis  on beauty of  the  countryside  creates  a  more  hopeful  portrait  of 
Jimmy's future than Ellen's mechanical pursuit of financial and social success. 
Closing its narrative with Jimmy forsaking the modern city for rural America, Manhattan 
Transfer suggests that rural migration offers a solution to the alienation of white men within the 
metropolis. Even as he abdicates a conventional patriarchal role by leaving his son, Jimmy's 
rural migration not only realizes self-determination (a quality inaccessible to all of the characters 
throughout the novel), but he also reclaims a patriarchal masculinity, one not necessarily linked 
to a heteronormative familial version of it. While not offering a specific social practice as an 
alternative to metropolitan social relations, Jimmy's scene and the hopeful tone of the conclusion 
gains its ideological charge from the immediately preceding scene depicting Ellen's reaction to 
Anna's  body.  The  novel  leaves  Ellen,  in  contrast,  as  a  warning  of  the  effects  of  consumer 
capitalism on white femininity, sexuality and kinship practices. In spite of the novel's portrayal 
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of her heternormative sexuality and role playing, Ellen's performance suggets that normative 
models  are  just  a  facade  for  the  disorganization  of  social  relations  and the  absence  of  any 
sustaining, emotional attachment. The novel's final juxtaposition of Jimmy and Ellen exposes 
how the seemingly fragmented portraits of urban migrants ultimately form a narrative arc that 
begins with a celebration of the metropolis and ends with rural migration as a solution to the 
“problem” of urban, consumer capitalism's production of urban social formations that alienate 
and undermine white patriarchy.
When read against “Harvest Gypsies,” Manhattan Transfer shares an anxiety about white 
reproduction that further motivates why the San Francisco News serial works to consolidate a 
white, urban readership. Both texts suggest that the city, as a site of capital expansionism, has the 
capability of generating nonnormative white, social formations both within, outside, and across 
its  boundaries.  On the  other  hand,  Manhattan  Transfer,  unlike  “Harvest  Gypsies,”  does  not 
present  nonnormativity,  in  particular  extramarital  and  queer  sexuality,  as  completely 
undermining white economic, social and biological reproduction. Instead, the novel's portrait of 
urban social  formations presents consumer capitalism as perpetuating white racial hegemony 
while  at  the  same  time  producing  alienation  and  undermining  meaningful  cross-class  and 
heteropatriarchal kinship affiliations. Through its presentation of failed subjects, in particular 
Ellen,  and its  concluding fantasy of  restoring fulfillment  and white  patriarchy through rural 
migration, Manhattan Transfer produces New York as a space and social sphere undermining the 
reproduction  of  white  patriarchal  hegemony and rural  space  as  a  site  for  reclaiming white, 
patriarchal self-determination and autonomy. 
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The Dialectics of the Metropole
As  Manhattan  Transfer circulates  a  story  of  urban,  white  heteropatriarchal  social 
structures  in  crisis,  the  novel  demonstrates  that  its  concerns  about  consumer  capitalism 
production of nonnormative white social formations is also linked to another generative potential 
of  imperial  capital  in  the  United States,  the production of  subaltern subjects.  In  one of  the 
closing scenes of the novel, Dos Passos clarifies that consumer capital is one manifestation of 
New York's function as a colonial metropole, a site  within imperial networks built through the 
accumulation  of  human  and  investment  capital.  In  the  section “The  Burthen  of  Nineveh,” 
investor and Metropolitan Club member James Merivale reads the newspaper:
Economic Depression....Ten million dollars....After the war slump. Some smash I'll tell 
the world. BLACKHEAD & DENSCH FAIL FOR $10,000,000...Densch left the country 
some days ago....Blackhead incommunicado in his home at  Great  Neck. One of the  
oldest and most respected import and export firms in New York, $10,000,000. (Dos  
Passos 385)
By focusing on the failure of the Blackhead and Densch import and export firm, Dos Passos 
centers the role of international commodity exchange in the construction of the urban economic 
structure. Coupling the firm's longevity and reputation with the ten million dollar debt, the novel 
emphasizes the historical function of the import and export sector to the development of New 
York as a central point in the circulation of commodities since British colonialism and later U.S. 
imperial economic expansionism. Although “Harvest Gypsies” critiques the effects of industrial 
agriculture  on  the  reproduction  of  white  heteropatriarchy,  the  San  Francisco  News series 
neglects  to  address  imperial  foundations  of  the  economic  system.  Manhattan  Transfer,  in 
contrast, explicitly presents capital accumulation as a practice that exceeds national boundaries 
and,  at  times,  encourages  practices  and  political  positions  counter  to  normative  scripts.  By 
casting the transnational and extranational pursuit of capital accumulation as fundamental to the 
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metropolis,  Dos Passos indicates that  the destabilization of normative white kinship through 
capitalism arises not only out of urban consumption, but also imperialism.
Yet,  how  does  Manhattan  Transfer  link imperial  capital  to  the  production  of 
nonnormative social relations? Following the announcement of the firm's collapse, the novel 
creates a direct parallel between the United States’ economic practices and the history of British 
colonialism, framing New York as a colonial metropole. Moving from the public frame to the 
domestic sphere of the firm's investor Phineas P. Blackhead’s deathbed, the novel presents New 
York as  a  colonial  metropole populated by  economic opportunists.  Propped on pillows in a 
“colonial mahogany bed with pineapples on the posts” in his New York mansion, Blackhead 
berates a “Hindu servant in a white jacket and turban” (Dos Passos 392). The commodities that 
surround Blackhead as well as the performance of Blackhead and the servant mark the adoption 
of a British colonial aesthetic among American elites. 
Yet  the  novel's  representation  of  Blackhead's  Anglophilia  and colonial  fantasies  also 
marks the narrative's assessment of the subjects generated by colonial power relations. As the 
scene progresses, the narrator recounts:
Blackhead mimicked him, 'Yes Sahib....You always say yes, Achmet, isn't that funny?'  
He began to laugh with a choked rattling laugh. 'I  guess that's the easiest  way.'  He  
laughed and laughed, then suddenly he couldn't laugh any more. (Dos Passos 394)
In contrast to the initial introduction of the servant, Blackhead's last words function as a moment 
exposing  the  power  dynamic  of  the  master-servant  relationship.  His  short-lived 
acknowledgement of his dictatorial requirements and the limited responses available to Achmet, 
however brief, marks a recognition of the uneven distribution of power within colonial relations. 
Blackhead's  reflection  that  the  performance  of  colonial  roles  does  not  necessarily  indicate 
complicity on the part of colonial subjects establishes a defining element in the novel's portrayal 
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of capitalism's impact on urban social formations. 
The scene ends by confirming the potential for colonial subjects to hold counter-imperial 
sentiments while navigating the power structure created through racial ordering and imperialism. 
Immediately after Blackhead dies, 
Achmet looked at him cooly for a long time then he went up to him and spat in his face. 
Immediately he took a handkerchief out of the pocket of his linen jacket and wiped the 
spittle off the taut ivory skin. Then he closed the mouth and propped the body among 
the pillows and walked softly out of the room. In the hall Gladys sat in a big chair  
reading a magazine. 
'Sahib much better, he sleep a little bit maybe.'
'Oh Achmet I'm so glad,' she said and looked back at her magazine. (Dos Passos 395)
The narrator's matter-of-fact description of Achmet's calculated actions shifts the terms of the 
representation of this colonial encounter. It is only after “looking at him cooly,” spitting in his 
face and repositioning Blackhead's body that Achmet leaves the room. He reverses the colonial 
gaze and confirms Blackhead's realization that the performance of colonial relations does not 
necessarily index consent to the distribution of power. 
The scene between Blackhead and Achmet expands the scope of  Manhattan Transfer's  
portrayal of urban social formations as nonnormative products of capitalism. Although the text 
leaves  Achmet's  character  undeveloped,  the  scene  indicates  that  imperial  capitalism  both 
introduces nonwhite transnational migrants to the metropolis and produces subaltern subjects 
whose allegiances and self-affiliations run counter to U.S. imperial ideology. While the novel 
does not suggest that Achmet or subaltern subjects more broadly threaten white domination or 
white reproduction, the narrative does link imperialism's production of subaltern subjects and the 
disorganization of white kinship conventions through the exchange between Achmet and Gladys, 
Blackhead's daughter.  Gladys's scripted and inattentive response to Achmet depicts not only a 
colonial  and  class  hierarchy,  but  also  further  marks  the  novel's  concern  with  imperialism's 
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impact  on  modern,  urban  white  women.  Gladys  financially  and  social  benefits  from  the 
structures of imperial capital due to her father. However, like Ellen, her response and focus on 
the  magazine suggests  that  she does not  invest  very much effort  or emotion in  her  father's 
condition. Her engagement in consumer capitalism, exemplified by the magazine, undermines 
her performance of kinship, further supporting the novel's rendering of the metropolis as a site 
disorganizing social formations.
While the novel's representation of imperial capital goes beyond the economic and social 
analysis circulated by “Harvest Gypsies,” it is worth considering how the novel's portrayal of the 
subjects generated through colonial power relations  resonates with stories of colonialism and 
transnational  migration  embedded  in  “Harvest  Gypsies.”  For  example,  rereading  Lange's 
portrayal of Owens Thompson in light of Manhattan Transfer's presentation of subaltern critique 
suggests the potential for U.S. social hierarchies to produce disaffection and/or support counter-
hegemonic  actions.  Examining  the  points  in  Manhattan Transfer  addressing  migrants' 
negotiation of the organization of repressive and oppressive power shows that anxieties about 
capital's impact on the reproduction of white heteropatriachy intersected with a recognition of 
the potential for capital and social hierarchies to produce counter-hegemonic subjects. Achmet 
does not haunt the text in the sense that Owens Thompson's story does, but concretely shows the 
novel's analysis of the power dynamics of the metropole. Manhattan Transfer does not suggest 
that the problem with U.S. capitalism is its production of subjects who point to its imperial roots 
and do not identify with and, at times, contest how capitalism interpellates them. Rather the 
scene featuring Achmet, Blackhead, and Gladys contributes to the novel's narrative that U.S. 
capitalism, as a imperial system, produces subjects and social formations that have no future or 
become only further alienated white, patriarchal subjects like Jimmy Herf. It is telling that the 
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novel  ends  with  Jimmy's  migration  and  subversion  of  urban  power  structures  rather  than 
developing  Achmet  as  a  migrant  character  performing  resistance  within  and  against  the 
metropole.  Juxtaposing  Achmet's  subversion  of  colonial  interpellation  to  the  novel's  final 
hopeful vision of Jimmy's rural migration illustrates that  Manhattan Transfer circulates a story 
about  urban  migration  that  ultimately  projects  a  revival  of  agrarian,  white  patriarchy  as  a 
response to the effects of imperial capitalism.
Urban Migrant Fictions
“Harvest  Gypsies”  and  Manhattan  Transfer  show how two  narratives  functioned  as 
discursive technologies of group consolidation, circulating migrant fictions that naturalize racial 
hierarchies and idealize  heteropatriarchal  forms of  affiliation and whiteness.  Their  projected 
configuration of a  U.S. racial  order and national future struggles to reconcile the ideal  of a 
homogenous  national  collectivity  built  through  heterosexual  reproduction  with  the  material 
effects  of  U.S.  imperialism.  “Harvest  Gypsies”  and  Manhattan  Transfer point  out  that  the 
imperial apparatus does more than fulfill the logic of capital accumulation; it produces forms of 
social  relations  that  call  into  question  U.S.  narratives  of  equality  and  the  ability  of 
heteropatriarchal modes to ground national or community allegiances. In particular, the texts 
express concerns about the effects of industrial capitalism on the white family and in particular 
white femininity due to the central role of these modes of social organization in anchoring white 
political and social collectivities.
While  the  portrayal  of  transnational  migrant  formations  is  heavily  mediated  in  both 
“Harvest  Gypsies” and  Manhattan Transfer,  Dos Passos's novel  locates a counter-hegemonic 
potential  in  the  figure  of  Achmet.  Although the  valences  of  Dos  Passos's  representation  of 
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Achmet are particular to the legacies of British colonialism, Manhattan Transfer briefly exposes 
how its focus on white reproduction in the metropolis obscures and erases the range of migrant 
formations in New York during the early twentieth century.  In subsequent chapters examining 
1920s and 1930s Puerto Rican, Central and South American migrant cultural production in the 
United  States,  I  show  how  transnational  migrants  theorized  and  represented  strategies  for 
reconfiguring  U.S.  power  relations  in  the  context  of  U.S.  racial  hierarchies  and  the  local 
expressions of transnational capitalism. By beginning first with an analysis of central themes and 
assumptions structuring two texts central to the U.S. literary imaginary, I have traced not only 
how  white  migrant  fictions  codifies  modernity  as  an  urban  terrain  of  white  citizens,  but 
simultaneously figures the urban and rural as co-constitutive sites where the colonial past and 
future coalesce. The following chapters, then, ask: How did what has later been described as 
Latina/o migrant formations in New York and San Francisco represent urban migration? How 
did  Latina/o  migrant  literary  and  visual  narratives  address  the  economic  structure  of  two 
metropolitan cities? What networks and forms of affiliation did transnational migrants in the 
United States theorize and propose to address the economic and social conditions in the two 
cities? Or what stories and alternative imaginaries about urban space do Latina/o print and visual 
culture offer to American literary studies?
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PART I: New York City Migrant Culture
CHAPTER THREE
Affective Affinities in New York Hispanophone Print Culture 
This chapter maps the political imaginaries and subject positions plotted in the poetry, 
fiction, and essays published in the bilingual periodical  Gráfico (1927-1930) to elaborate how 
recent  migrants  in  New York City engaged in a  dialogue about  the  politics of  alliance and 
affiliation in an urban landscape where multiple migrant formations interacted daily. The literary 
and  critical  work  published  in  Gráfico provides  an  especially  useful  lens  for  mapping  the 
articulation  of  frameworks  of  cross-cultural,  pan-ethnic,  and  gendered  alliances  due  to  the 
periodical's practical challenge to national and regional boundaries.  Gráfico featured bilingual 
content,  a  mobile  readership,  and  circulation  spanning  beyond  New York  City  to  Chicago, 
California, the Caribbean, and Central America. The periodical's material transgression of spatial 
and  linguistic  borders  found  further  expression  in  the  multigenre  content  and  bricolage  of 
political  ideologies.  Editors  and  contributors  asked  readers  to  support  Puerto  Rican 
independence, anti-imperial movements in the Caribbean and Central America, the expansion of 
U.S.  civil  rights  and  better  working  conditions  in  columns that  frequently  merged  political 
proposals with reportage,  fictional vignettes,  poetry,  literary and film criticism, and practical 
advice about New York City. 
As  a  circulating,  public  forum  produced  by  and  for  Caribbean  and  Hispanophone 
residents, Grafico provided a material and discursive space to probe the limits of citizenship and 
U.S. cultural norms while also imagining and re-presenting migrants as historical agents. This 
chapter shows how bilingual editorials, poetry and short stories in Gráfico served as a discursive 
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field where the contributors and readers tested the utility of kinship as a conceptual framework 
for building local alliances to challenge U.S. racial and gender hierarchies. The first section of 
“Chapter Two” addresses how  Gráfico figured the migrant affiliations with respect to gender 
codes,  race  and  the  nation.  I  examine  how contributors  analyzed  and  represented  migrant 
women’s bodies as sites manifesting the tensions and challenge of national and heteropatriarchal 
forms of  alliance.  Gráfico's discussion  of  migrant  women's  bodies  illustrates  a  fundamental 
tension in the way Gráfico editors render migrant affiliations as political, historical formations at 
the expense of the somatic politics articulated by reader-contributors. Section Two explores how 
contributors strategically represented migrants as subjects occupying liminal spaces within U.S. 
racial and economic hierarchies. I examine the ways that  Gráfico represented the multiplicity 
and  materiality  of  migrant  experience  while  simultaneously  articulating  models  of  migrant 
alliance based on heteropatriarchal configurations of kinship. The third section of this chapter 
shows  how narrative  melodramas  gave  literary  form to  embodied  experience  and  crafted  a 
collective subject position available to a variety of readers.  These literary melodramas illustrate 
how  Gráfico  reader-contributors  re-centered embodiment and, in particular, representations of 
the migrant women in their portrayal of the production of migrant affiliations and alliance across 
cultural and linguistic borders. By tracing the multiple modes of imagining alliance in Gráfico,  
Chapter Two shows how migrants in New York challenged U.S. rubrics of racial and cultural 
difference, but often reinforced gender and sexual boundaries in the process of articulating a 
pan-ethnic collective identity and intraethnic political practice.
The Migrant Affiliations as a Political and Representational Problem
Since  the  late-nineteenth century,  workers  and political  exiles  have  traveled  between 
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Caribbean islands and New York City.  Following U.S.  military and economic  expansion in 
Puerto Rico, Cuba, Nicaragua, Panama, El Salvador, and Haiti during 1900-1930s, Caribbean 
migration to the U.S. mainland increased.15 When combined with Mexican nationals relocating 
to  New York as  a  result  of  the  Mexican Civil  War,  the  growing  Hispanophone  population 
initiated  an  expansion  of  the  local  Hispanophone  press.  In  his  survey  of  Hispanophone 
periodicals published in the United States, Nicolas Kanellos estimates that over one hundred 
Hispanophone periodicals were published in New York prior to the Second World War.16 Daily 
and weekly newspapers such as  La Prensa,  Gráfico, and  El Nuevo Mundo sought to provide 
news, political analysis, theatre reviews, and literary forums to recent Hispanophone migrants 
and  immigrants  to  New  York.  Although  primarily  publishing  articles  in  Spanish,  these 
periodicals frequently published English versions of their editorials and features. For example, 
Gráfico offered Spanish-English editorials and a variety of articles published in English from 
1927-1929. 
Gráfico’s  linguistic choices reflected an un-replicated interest  in creating a readership 
among  Hispanophone  migrants  and  their  Anglophone  neighbors.  Even  before  switching  to 
tabloid  format  in  1930,  the  weekly  included  bilingual  editorials,  literary  reviews,  reader-
submitted poetry, letters to the editor, comic strips, reviews of U.S. and Latin American cinema, 
and ladies fashion plates. Additionally it provided a forum for a range of contributors and editors 
with a variety of political, national, and ideological affiliations.17 Managed by Alberto O’Farril, a 
Cuban  playwright  and  actor,  from 1926-1927,  and  Bernardo  Vega,  a  Puerto  Rican  worker-
intellectual, from 1927 to 1930, the paper had a flexible editorial staff featuring Puerto Rican, 
Cuban, Spanish, and Nicaraguan migrants. As a result, the paper published articles arguing for 
Puerto  Rican  independence  alongside  essays  from  correspondents  in  Mexico  and  Chicago 
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tracking the 1929 Mexican presidential election and the deportations of Filipino and Mexican 
farm workers. Despite their investment in various nationalist projects and diverse class politics, 
Gráfico  editors  and  contributors  shared  a  commitment  to  transforming  the  political  and 
economic structures of New York, the United States and Latin America more broadly. 
Gráfico's contributors used the flexibility of the periodical format to complicate state and 
modernist  literary  narratives  of  migration  through  analyses  of  the  material  and  political 
structures contributing to migration to New York City. Editorials, letters to the editor, and essays 
frequently  delineated  how U.S.  economic  and  military  expansionism in  the  Caribbean  and 
Central America forced workers to travel to the mainland in search of better wages and living 
conditions. While  Gráfico highlighted how the colonial relationship between the United States 
and Puerto Rico catalyzed migration, contributors frequently placed greater emphasis on the 
ways the logic of imperialism regulated experiences and movements within New York City.18 
Here I read Gráfico as practicing an analysis of what Walter Minoglo describes as coloniality or 
the colonial forms and logic of domination active inside and outside of colonial bureaucracy.19 
Although the political and economic circumstances of Puerto Rican migrants in New York City 
can be described through the rubric of internal colonialism, coloniality describes more precisely 
how Gráfico contributors' portrayed migrant subjects in New York City as agents negotiating the 
imperial  logic  structuring  institutions  and spaces.  Essays and short  stories  linked the  social 
hierarchies and economic disparities within New York to Puerto Rico, Panama, El Salvador and 
the Philippines to foreground the reach of U.S. imperialism and colonialism across regions and 
continents. 
Centering the logic of colonialism allowed contributors to delineate how the transnational 
and regional dimensions of capitalism not only structured the spaces traversed by migrants, but 
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also  disciplined  and  produced  particular  migrant  bodies.  Of  particular  concern  to  Gráfico 
contributors  were  the  effects  of  migration on gender  codes and kinship  formations.  Nicolas 
Kanellos has argued in his survey of interwar Hispanophone periodicals that the newspapers 
presented satirical portraits of migrant women adopting the dress of the New Woman to plot a 
story of cultural decline and the dangers of “loose morals” (“Cronistas and Satire” 21). Like its 
counterparts  published  in  Texas  for  a  predominately  Mexican  readership,  Gráfico featured 
weekly columns and cartoons warning of the dissolution of families due to the appeal of the 
Anglo New Woman to migrant Hispanophone women. While the figure of the New Woman 
created specific anxieties about life in the United States, I argue that contributors and readers 
also read migrant women’s bodies and gender performances as indicative of the broader problem 
of  self-representation and self-determination under  imperial  regimes.  For  migrants,  women’s 
gendered  performances  and  political  choices  in  New  York  invoked  other  categories  and 
practices, such as race and kinship, that traversed geographies and, at times, provided a resource 
for resistance to imperialism. Writing under the name Miquis Tiquis in a weekly column, Puerto 
Rican cronista Jesús Colón argued that the influence of American gender codes on the practices 
and culture of “Nuestras Señoritas Latinas” would have disastrous effects not only on marriage, 
but Puerto Rican culture more broadly20: 
Imagínate tú, lector. Estas niñitas casi sin haber salido aún del cascarón se olvidan de  
que  eso  que  se  llama matrimonio,  hogar,  familia,  es  algo  más  serio  que  el  brincar  
saltimbánquicamente en un salón de baile. ¡Pobrecitas! ¡Y hable usted así a una de estas 
pollitas! Ponen a veces otras razones, que si no fuera por tristes y desastrosas en sus  
efectos, serían dignas de unas cuantas carcajadas.
A veces  se  le  oye  decir:  “El  es  alemán.  Su  padre  tiene  fincas.  Casándome con  él  
adelantaré la raza,” y así otras cuantas tonterías popularizadas por el vulgo que no razona 
ni lee—vulgo lleno de prejuicios estúpidos. 
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[Imagine, reader. These little girls having just left the nest forget that what is called  
marriage, home, family, is something more serious than acrobatics in a dance hall. Poor 
little ones! And if you speak to one of these young birds! They give other reasons, that 
sometimes if not sad and disastrous in their effects, would be worthy of laughter. 
Sometimes you hear her say: “He is German. His father has property. Marrying him I 
will advance the race,” and other trivialities popularized by common people who do not 
reason nor read--commoners full of stupid prejudices.]21 
Colón's  direct  address  to  the  reader  attempts  to  motivate  sympathy  for  the  speaker's 
characterization of the young women. By intimating that the column functions as a conversation 
Miquis Tiquis or “between you and me,” the reader joins Colón in the position of a voyeur who 
overhears  conversation  and  evaluates  the  behavior  of  “Nuestra  Señoritas  Latinas”  from  a 
distance. Although the satirical tone of the Miquis Tiquis series prompts readers to question the 
literal meanings and trustworthiness of the speaker, Colón's qualification that young women's 
reasons for marriage “serían dignas de unas cuantas carcajadas” [“would be worthy of laughter”] 
if they were not so superficial signals that the column should be read as a serious critique of 
gender codes.
The change from a tone of exaggerated disapproval to critical judgment links the politics 
of gender performance to a broader concern about sexuality and cultural preservation. While the 
dances and dress that young migrant women adopt mark a change in values to Colón, women's 
approach to reproduction and the maintenance of normative kinship generates a greater anxiety. 
Colón's argument that  the women misinterpret the meanings of “matrimonio, hogar, familia” 
[matrimony, home, family] frames the women's redefinition of forms of social and biological 
reproduction  as  threatening  cultural  continuity  and  stability.  Migrant  women's  interest  in 
marrying  non-Caribbean/Latin  Americans  functions  as  the  preeminent  example  of  cultural 
disintegration for Colón. For Colón, the account of young migrant women who draw on the logic 
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of  “whitening”  in  their  decisions  to  marry  should  inspire  disgust  rather  than  laughter.22 He 
strategically  represents migrant  women as little  girls  naïvely embracing an eugenic  logic  to 
allow  the  reader  to  share  his  critique  of  racism  while  also  joining  in  his  nostalgia  for 
“traditional” gender conventions. By linking the perpetuation of cultural values to kinship and 
biological  reproduction,  Colón centers the gendered body as the site  where assimilation and 
cultural preservation clash. And although he disparages the racial and cultural prejudices at work 
in “él adelantaré la raza” [bettering the race], his association of eugenics with “common people” 
who lack education strategically positions the reader higher within the New York Hispanophone 
cultural  and  class  hierarchy.  Colón  does  not  allow  readers  the  opportunity  to  question  his 
argument, but addresses them as though they share his perspective and values. 
As Colón encourages the reader to follow his evaluation of intersecting gender codes, 
sexuality and the logic of eugenics, it becomes clear that his concern extends beyond the politics 
of respectability or a form of cultural nationalism. The señorita latina in New York embodies the 
problems resulting from migration and coloniality. In many ways, the early issues of Gráfico can 
be  read  as  revising  the  mythology  of  the  1920s  flapper  by  featuring  visual  and  poetic 
representations of flappers with short skirts and bobbed hair that emphasized the political tension 
resulting from a colonial version of femininity. The Charleston and the Anglo flapper sensibility 
may signal assimilation to the culture of the American New Woman, but writers such as Colón 
addressed the process and performance of these stylizations as also indicative of the dangers of 
colonial logic:
Si quieres ver lector la caricatura de una  flapper no tienes nada más que mirar a una  
latina que  aspira  a  serlo.  La  flapper  yanqui siempre  busca  que  su  conjunto  de  
exageraciones tenga una apariencia chic, como se dice en alemán. Además poseen esa 
divina joy de la frialdad bien imitada. Ese arquear desdeñoso de ojos que al cruzar las 
piernas casi desde...desde...parecen no importarle que las miren. Seeming frigidity, that's 
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the phrase. La would be flapper latino le gusta que la miren y para conseguilo se pinta 
como  una  mascarita.  Dos  chapotas  mal  puestas  en  cada  buche  y  cuatro  bien  
pronunciadas montañas  de  roughe  en  los  labios.  Critican  primero,  los  neuvo  fads;  
después los adaptan, llevándolo hasta la exageración. Lorelei Lee, si pudiera salirse de la 
páginas  famoso  del  libro  de  Anita  Loos,  las  miraría  con  lástima.  (Colón  “¡A la  
bullalanga latina le gusta el brillo!” 11)
[Reader, if you want to see the caricature of a flapper you only have to look at the Latina 
who aspires to be one.  The  Yankee flapper always makes sure that  her ensemble of  
exaggerations look chic, as it is said in German. In addition they possess that divine  
jewel of the well imitated coldness. That disdainful arching of the eyes when crossing 
the legs almost to… to… it does not seem to matter to them that they are being watched. 
Seeming frigidity, that's the phrase. That  would be latino flapper likes to be looked at  
and in order to attract attention paints her face into a mask. Two poorly placed splashes 
of rouge on the cheeks and four well pronounced mounds of rouge on the lips. They 
criticize first, new fads;  they  adapt  later,  taking  it  to  the  extreme  of  exaggeration.  
Lorelei Lee, if she could leave the famous pages of the book by Anita Loos, would  
watch them with pity.]  
Colón's  assessment  of  the  flapper  aesthetic  and sensibility  creates  a  dichotomy between the 
“successful”  Yankee flapper and the Puerto Rican women's less convincing and exaggerated 
performance. Emphasizing that the “would be flapper latino” does not quite match the example 
set  by  Anita  Loos'  character  Lorelei  Lee  in  Gentleman  Prefer  Blondes  (1925),  the  column 
suggests that  the dissonance functions as a form of mimicry. Unlike Bhabha's argument that 
mimicry  challenges  the  coherence  of  colonial  authority,  Colón  argues  that  migrant  women 
uphold  U.S.  colonialism  and  imperialism  through  their  performances.23 For  Colón,  migrant 
women  reinforce  the  rubric  of  difference  and  otherness  assigned  to  migrants  and  represent 
complicity with U.S. social codes.
The text's representation of women's migration to the United States as generating the 
false  sense of  liberation plotted by  Colón illuminates  a  tension in  the  anti-imperial  politics 
advocated  by  Gráfico.  Most  articles  present  migration  as  a  matter  of  economic  necessity 
resulting from U.S. colonialism in Puerto Rico rather than a liberating trajectory. True freedom, 
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as  defined  by  Colón  and  other  contributors,  results  from  Puerto  Rican  independence,  the 
cessation  of  U.S.  military  actions  in  Latin  America  and  the  dissolution  of  international 
capitalism.24 Colón's satirical  portraits  extend this logic  by suggesting that  migrant  women's 
sense of liberation functions as a form of false consciousness built on materialism, emotion and 
misled support for discourses of U.S. exceptionalism. But more importantly, the anxiety framing 
Colón's exaggerated parodies of migrant women suggests that Gráfico contributors felt the need 
to heavily script  the meanings attributed to women's bodies in the United States in order to 
counter the state's celebratory narratives of immigration that masked the role of U.S. colonialism 
in catalyzing relocation. By representing the migrant woman's body as a site where U.S. gender 
codes erased the specific histories prompting migration, Colón cast stylization and performance 
as key to creating a repository for the memory and history of colonization.  
As  contributors'  evaluation  of  migrant  women's  practices  demonstrate,  the  meanings 
attributed to migrant women's bodies relied on interpretive practices correlating aesthetic choices 
and particular gender performances with political collusion. Jesus Colón's poem “La Flapper” 
(1927)  illustrates  this  concern  by  not  only  linking  the  logic  of  colonialism  to  gender 
performance, but also historicizing this relationship. Originally published on September 25, 1927 
under  the  title  “Motivos  Yanquis”  in  Gráfico and  later  included  in  an  unpublished  poetry 
collection,  “La Flapper” expands the critique offered by  Gráfico's  satirical  depiction of U.S. 
women in New York by reading the female body as a metonym for the colonial condition in both 
New York and Puerto Rico. The poem begins by describing the flapper's dress as “un futurismo 
de la última moda/ hace mil sugercias con su seda divina” [“Her dress, a futurism of the latest 
style/ makes one-thousand suggestions with its divine silk”] and characterizes her walk as self-
consciously designed to compel men to desire her even as she rejects them (Colón 20).25 Colón’s 
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poem remobilizes a critique of the flapper's clothing and performance, but also draws out why 
the figure of the flapper comes to embody the power relationships among migrants in New York 
and the United States more broadly. For Colón, “la flapper latina” functions “Como una nina 
Chloe que fuera neoyoriquina” [“Like a Chloe girl who would be a New Yorker”] (Colón 20). 
The flapper signals a self-conscious performance of femininity in a state of becoming, but like 
the naïve mythological Greek character Chloe she can never fulfill her desires through material 
means.  Instead  the  flapper  continually  attempts  to  pass  as  a  New York  New Woman  and 
ultimately remains unsuccessful. Her overexaggerated dress and mannerisms suggest that her 
superficial erotic femininity belies her disregard of marriage or gender conventions. Instead she 
remains caught within patriarchal expectations and conventions even as she tries to overcome 
them. Here Colón portrays the migrant woman as embodying the failure of migrants to reframe 
themselves and instead fulfilling the very social conventions that restrict them to a subordinate 
position within the representational and political economy of New York City. “La flapper latina” 
not only breaks men’s “ilusíon más sublime” [most sublime illusion] that she would consider 
marrying the men who watch her, but her performance also reveals the difficulty in transcending 
the parameters determining migrants’ position within the local power hierarchies (Colón 20).   
Colón’s characterization of the flapper aesthetic as indicative of the broader problem of 
self-representation also functions as a way to address the historical problem of consent and self-
determination under colonialism. His description of the flapper's rebuff of marriage proposals as 
“ácarcajada asesina” [assassinating laughter] suggests maliciousness but also depicts the woman 
as successfully manipulating gender codes to attain self-determination. Even though she remains 
a “nina pintarrajeada, superficial, variable” [Make-up streaked, superficial, inconsistent girl], her 
actions and performance are “como el liberto esclavo al probar nueva vida” [Like the liberated 
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slave entering a new life] (Colón) 20). While not mitigating the characterization of femininity as 
superficial  and  inconsistent,  the  comparison  emphasizes  Colón's  concern  with  consent  and 
agency and broadens the relevance of the New York flapper to the anti-imperialist and, at times, 
nationalist politics outlined in Gráfico. While de facto slavery had ended in 1873 in Puerto Rico, 
Gráfico contributors frequently argued that U.S. colonial rule and military actions in the islands 
encouraged not only cultural imperialism, but also reactivated the same structural conditions of 
slavery.26 The similarity between working for low pay in dangerous conditions and labor under 
slavery made visible the dissonance between U.S. strategies of occupation and U.S. rhetorical 
support for democracy and other institutions based on an imagined consent of the colonized. By 
centering the woman's dismissal of marriage and characterizing her exuberance as that of a freed 
slave in “La Flapper,” Colón frames gender performance as a process and experience structured 
by  the  tension  between  consent  and  self-determination  that  also  marked  the  histories  of 
colonization in Puerto Rico and the various military and economic occupations of Cuba, Haiti 
and the Dominican Republic. 
Yet even as he foregrounds the problem of patriarchal and colonial governance in terms 
of consent and self-determination within localized gender hierarchies, Colón ends the poem with 
a nostalgic image of “traditional” femininity. After depicting the flapper's movement down the 
sidewalk the speaker turns to the past:
Por contraste me hacen recordar a mi abuela,
que hilando me contaba del gigante que vuela,
con su voz temblorosa cual plegaria perdida.
(Colón 20)
[In contrast they make me remember my grandmother,
who as she sewed told me of flying giants,
in a voice shaky as a lost prayer]
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The poem's ending suggests that although the grandmother’s shaky voice contrasts the flapper's 
confidence her retelling of the fairytale characterizes fantasy and repetition as key to claiming a 
place within history. As she simultaneously takes care of Colón and performs manual labor, the 
speaker's grandmother does not necessarily render conventional forms of femininity as more 
valuable or desirable. Instead, “La Flapper” probes the complexity of discourses and narratives 
about  urban femininity in New York by recirculating the memory of  the reproductive labor 
performed by women in Puerto Rico and the  Caribbean.  Colón’s  reading of  femininity  and 
gender  roles  as  laboring performances both supports  and undermines the  moralist  discourse 
provided by fellow cronistas. It reinforces conventional femininity as natural at the same time it 
questions the meanings assigned to these performances by rendering them illusory and temporal. 
Here Colón models a mode of reading that centers aesthetics and gender performance to make 
meaning of the body and negotiate power relationships. He presents the body and, in particular, 
migrant women’s gender performances as the terrain on which the contradictions of migration, 
colonialism and imperialism become visible.
Even as Colón cast women's bodies as media through which to critique Americanization 
and develop a critical interpretive mode, women’s bodies appeared as representational tools in a 
variety  of  other  contexts.  Among  caricatures  of  flappers  and  short  essays  supporting  “La 
Educacion de la Mujer” for the benefit of making better wives, the November 13, 1927 edition 
of  Gráfico featured  a  page-length  unattributed  essay  critiquing  the  exploitation  of  women 
workers.27  “Las  Chicas  De  La  Factoria”  urged  readers  to  respect  women  workers  through 
support  for  fair  wages and equitable  working conditions.  The essay applied techniques also 
employed in the satiric mode of Gráfico cronistas by emphasizing a common cultural framework 
through the repetition of phrases such as “nuestra sociedad” and “nuestro sistema economica,” 
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but departed from humorous techniques of engaging the reader. By evaluating the effects of 
Fordism and capitalism more generally on gender codes, “Las Chicas De La Factoria” broadened 
the  weekly’s  portrayal  of  women’s  bodies  as  sites  where  the  contradictions  and  power 
relationships of migration become visible. In particular, the essay explains, “La infeliz que por 
una u otra circunstancia se aleja de las normas establecidas por nuestra moral, es condenada a la 
vergüenza  y  al  oprobio  públicos”   [“The  poor  wretch/unfortunate  who  by  one  or  another 
circumstance moves away from the norms established by our morality, she is the condemned to 
shame and public opprobrium.”] (“Las Chicas” 11) By describing the source of criticism as “las 
normas establecidas por nuestra moral,” [my emphasis] “Las Chicas De La Factoria” centers the 
public's  active  role  in  producing  normative  notions  of  femininity  and  morality  rather  than 
characterizing these codes as natural or already established truths. While the essay mobilizes 
religious rhetoric by asking how  “un sociedad que se llama cristiana” [a society that calls itself 
Christian] can approve of the way women laborers are treated, it focuses on how civil society, 
and by extension how the reader, actively as well as tacitly consents to the economic conditions 
structuring  women's  labor  (“Las  Chicas  11).   The  essay  offers  not  only  an  analysis  of  the 
systemic causes of poor working conditions, but also skepticism about the function of industrial 
labor.  In this way it  broadens the discussion of the political  dimensions of  gender codes in 
Gráfico to a critique of the practices and processes that establish what is considered normative. 
When read against Colón's essay, “Las Chicas De La Factoria” links the production of 
normative  gender  codes to  an analysis  of  the disciplining effect  of  labor  and the economic 
system on women's bodies. Here the essay draws from turn-of-the century Puerto Rican feminist 
discourse in the early labor movement on the island. From the 1890s to the 1920s, Puerto Rican 
labor activists defended women's rights to equal pay and freedom from economic exploitation.28 
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Like feminist labor activists on the island who used “economic slavery” as a trope to describe 
the impact of industrial labor on women's bodies, “Las Chicas De La Factoria” identifies the 
overlap of gender and economic structures as exacerbating already exploitative conditions:
Dada  la  estructura  de  nuestro  sistema  económico,  hoy  la  mujer  tiene  casi  desde  su 
período de niñez, que librar su subsistencia en una factoria. La esclavitud económica la 
arroja  al  taller  en  lucha  desesperada,  con  el  propósito  de  ganar  el  pan.  La  fábrica, 
podemos decir, es la escuela que modela y forma el cáracter de nuestra juventud.”  (10)
[“Given the structure of our economic system, today the woman since her childhood, has 
to earn her subsistence in a factory. Economic slavery throws her into the factory in a 
desperate fight, in order to sustain herself. The factory, we can say, is the school that 
models and forms the character of our youth.] 
By framing women's labor as the product of the “nuestro sistema económico” [our economic 
system]  that  produces  “la  esclavitud  económica”  [economic  slavery],  “Las  Chicas  De  La 
Factoria” argues that women's poor working conditions result from the strategic development of 
industrial capitalism as system to further exploit workers after the formal abolition of slavery 
(10). When read against the satires about migrant women, “Las Chicas de La Factoria” lends 
support to Colón's reading of women's bodies as indicative of the dangers of imperial capitalism. 
Unlike Colón, however, the essay delineates how the factory molds the women workers and 
locates the impetus for changes in migrant women's behavior and style in the United States 
within the institutional apparatus.
By emphasizing that  women's role in the factory system is the outcome of historical 
developments and institutions rather than the result of women's desire to work in the factories, 
“Las  Chicas  de  La  Factoria”  also  frames  the  reader  and society  at  large  as  shaped by this 
process. The repetition of “nuestra”[“our”] strategically underscores the parallels between the 
effect  of  the  factory  on  young  women  and  the  reader.  The  Fordist  factory  functions  as  a 
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pedagogical space producing physical and cultural codes that discipline the bodies and minds of 
the workers as well as broader society. Through this technique of parallelism, “Las Chicas de La 
Factoria” attempts to disrupt the status quo by pedagogically modeling an analytical approach to 
understanding institutions and cultural codes as well as denaturalizing the gendered economic 
practices learned from these institutions. In this way, the essay's critique of the factory's physical 
disciplinary effect on women's bodies as well as its ideological influence on readers suggests that 
the  danger  in  adopting  U.S.  gender  codes  and  styles  does  not  necessarily  lie  with  migrant 
women.  Rather  “Las  Chicas  de  la  Factoria”  proposes  that  representing  and  understanding 
women's  performances  entail  more  analysis  of  the  ways  that  capitalism structures  meaning 
making. The essay suggests that the surface of migrant women's bodies obscures the complex 
dynamics  of  imperial  institutions  and  requires  an  analysis  of  how institutions  produce  and 
gender bodies to render the logic of imperialism visible. “Las Chicas de la Factoria” illustrates a 
belief among Gráfico contributors that a transformation of the representational and disciplinary 
conventions  would  become  possible  if  readers  recognize  how  their  interpretations  and 
expectations  are  structured  by  imperial  capitalism.  By  emphasizing  the  institutional  over 
individual dimensions of migration, the essay asks readers to understand the differential impact 
of exploitative labor practices on migrant women as representative of the shared experiences 
among Caribbean migrants.  “Las  Chicas  de  la  Factoria”  uses  the  migrant  woman's  body to 
illustrate the need for a collective analysis of the gender and economic codes particular to the 
city. 
 By articulating the ways that economic structures and gender codes overlapped in New 
York, “Las Chicas de la Factoria” illustrates an effort to re-imagine the migrant woman's body 
within the metropole. In the next section, I turn to the narrative essays by labor activist Clotilde 
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Betances Jaeger, a labor organizer from Puerto Rico, to elaborate how contributors sought to 
interpellate  a  migrant  subject  able  to  transform the  gendered  and  colonial  power  relations 
structuring lived experience. Jaeger sketched a politics of alliance that figures embodied practice 
as a supplement to Colón's poetic emphasis on critical analysis as praxis. 
Betances Jaeger's columns first appeared in the “Charlas Femininas” section of Gráfico. 
The only section to regularly feature women contributors, “Charlas Femininas,” printed fashion 
plates  and  articles  focused  on  sewing  advice,  recipes,  and  childrearing.  Through  the 
juxtaposition of graphics detailing home garment production and suggestions for new mothers, 
“Charlas  Femininas”  engaged  discourses  of  consumerism,  consumption  and  domesticity  to 
represent migrant women as consumers. However, even as most articles in “Charlas Femininas” 
constructed  women  as  subjects  through  consumerism,  this  focus  did  not  go  unchallenged. 
Articles by Jaeger offered a broad discussion of early twentieth century feminism and the New 
Woman as well  as occasional reviews of melodramas and poetry. Similar to “Las Chicas de 
Factoria,”  Betances  Jaeger's  articles  sought  to  address  the  patriarchal  organization  of  labor. 
However, her tactics diverged from the essay as she blended her critique of gender hierarchies 
and the international dimensions of capitalism with spiritualist visions of women's liberation that 
emphasized embodied subjectivity and agency.29 To build a feminist political praxis, Betances 
Jaeger encouraged readers to first engage Gráfico as a public forum:
Mujeres latinas: hay que hacernos respetar. New York es la Mecca de los faltarespetos. 
Invito a mis hermanas las hispanas a que por medio de  Gráfico me ayuden con sus  
comentarios y consejos a cortar un mal tan arraigado. La campaña es nuestra. ¡Despierta 
mujer hispana a tus deberes! Sólo haciendo uso de tus poderes mentales podrás libertarto 
de tanto barro, de tanta arcilla. (“¡Hay que Respetar a la Mujer!” 10)
[Latin Women: It is necessary to make [men and politicians in both Puerto Rico and  
New York] respect us. New York is the Mecca of the disrespectful. I invite my Hispanic 
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sisters to help me with their commentaries and advice to cut out such an ingrained evil 
through the medium of Gráfico. The campaign is ours. ¡Hispanic woman awake to your 
duties! Only by making use of your mind will you be able to free yourself from so much 
mud, and so much clay.] 
Framing participation in public discourse as “deberes”[duties], Betances Jaeger centered literary 
technologies as a medium of self-representation rather than merely a forum to re-present the 
aesthetics  or  mannerisms associated with Anglo  versions of  the  New Woman.  Unlike  other 
Gráfico contributors, Betances Jaeger did not represent women readers as naïve girls provoking 
voyeurism. Instead, she strategically represented street harassment as a practice that indexes a 
disregard for moral codes while also making visible the gender hierarchies structuring the urban 
terrain. And she argued that women are complicit with patriarchy if they did not activate their 
“poderes mentales”[mental powers] to contest gender hierarchies in print. In this way, Betances 
Jaeger sought to counter the anxiety generated by migrant women's performances and motivate 
participation through literary practice.     
Betances  Jaeger's  commitment  to  creating  a  forum  for  migrant  women  to  represent 
themselves found expression in a series of exchanges about the politics of the New Woman with 
well known Puerto Rican Nationalist Maria Mas del Pozo. A frequent contributor to the New 
York paper La Prensa, Mas del Pozo countered Betances Jaeger's celebration of the New Woman 
by  reframing  the  value  of  women's  labor  and  education  through  discourses  of  corporeal 
difference and national domesticity.  Mas del  Pozo argued that  the New Woman undermined 
claims to respectability and, ultimately, the health of the nation through her “vulgar” attempts to 
aesthetically and athletically transform her body.30 Jaeger's responses placed the “la mujer nueva” 
in  a  historical  trajectory  to  critique  Pozo's  representation  of  women  as  mythical  mothers. 
Describing World War I as a signpost for the emergence of the New Woman, Jaeger constructed 
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a narrative with women as the protagonists transforming the cultural and political landscape of 
the  Americas.  Rather  than  portraying  women  abstractly  or  aesthetically,  she  delineated  the 
material and the intellectual contours of the New Woman: 
“El hombre poseo una mente y un cuerpo. El mundo no se asombra de lo que se hace 
con el cuerpo pero espera ver lo que dá la mente. Cuando se discute la situación de la 
mujer nueva, hay que tener cuenta la naturaleza de su alma y sy orientación económica.” 
(“La Mujer Nueva” 10)
[Man possesses a mind and a body. The world is not astonished when he takes control 
of the body but hopes to see what gives form to the mind. When the situation of the new 
woman is discussed, it is necessary to have an account of the nature of her soul and her 
economic direction.] 
While  appealing  to  the  distinctions  between  mind  and  body,  Betances  Jaeger  complicates 
Descartian logic by embedding the mind and soul in conditions structured by capitalism. She 
suggests that as a subject position the New Woman can only become useful if migrant women 
address spiritual and material dimensions of experience and foreground the work that women 
perform. As she explains  to  the  reader  and M. Pozo,  this  labor  includes writing as  well  as 
intervening in the formal transnational and imperial economy:
“Amiga, M. M. Pozo, hay miles de mujeres antillanas o indoamericanas en los Estados 
Unidos. ¿Cuantas se dan cuenta de la situación económica futura cuando además de las 
fuertes  contribuciones  para  sostener  las  fuerzas  armadas,  los  grandes  acorazados  y  
armaamentos gueros, se aumente el impuesto sobre el azucar cubano? 
[Friend, M.M. Pozo, there are thousands of Antillean or Indoamericanas women in the 
United States. How will  she take account of the future economic situation when the  
Cuban sugar tax is increased to continue funding the Armed Forces, the great battleships 
and war armaments? ] (“La Mujer Nueva” 15)
Betances Jaeger's response to Pozo illustrates a materialist anti-imperialism as she delineates the 
ways that migration and imperialism tie the Caribbean and Latin America to the United States. 
Invoking  the  category  indoamericana,  a  term  used  by  “la  Primera  Liga  Antimperialist 
Panamericana” in the 1920s, Betances Jaeger outlines the political stakes of migrants' complicity 
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with U.S.  economic policies that  support  military expansionism.31 Her  warning that  migrant 
women in New York should not disassociate themselves from Cuban women or other women 
impacted  by  U.S.  imperialism  relied  on  her  argument  that  “la  mujer  americana  sufrirá  las 
consecuencias con todas las mujers de otras naciones que conviven aquí y fuera de aqui” [The 
American woman will suffer the consequences with all of the women of other nations that meet 
here and will be from here] (“La Mujer Nueva” 15). Betances Jaeger's argument mobilizes an 
anti-imperialist  framework  as  it  ties  the  economic  and  political  fate  of  American  women, 
presumably Anglophone citizens,  to women in other countries as well  as current  and future 
migrants  to  the  United  States.  She  highlights  translocal  economic  networks  and  calls  for 
collective  action  in  response  to  expansionism.  “La  mujer  nueva,”  according  to  her  essay, 
understands  herself  as  an  agent  who  analyzes  systems  without  emphasizing  the  type  of 
nationalism offered by M. Pozo. Here Betances Jaeger extends the perspective promoted by “Las 
Chicas de la Factoria” to argue that “la masa amoría de un pais no es la que priva. Sólo unos 
cuantos rigen los mundos” [The mass love of a country is not the one that prevails. Only a few 
govern the worlds] (“La Mujer Nueva” Jun 15, 10). The immediate problem of the transnational, 
imperial  economy required  the  development  of  a  “mujer  de  corazón,  mujer  de  mentalidad” 
[woman of the heart, woman of the mind] whose empathy and economic analysis moves her to 
action (10). Through recasting the migrant woman as a historical subject who draws on both 
emotional and analytical knowledge, Betances Jaeger recuperates the New Woman and offers a 
rubric for imagining and producing a subject position that incorporates the body and practices 
transnational, intraethnic solidarity.
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Producing an Interstitial Migrant Subject
While “Las Chicas de la Factory” and Clotilde Betances Jaeger address the effects of 
U.S. gender and class hierarchies on women, the problem of migrant femininity and women's 
bodies is completely legible only in the context of migrants' experiences of racialization in New 
York. Gráfico addressed racialization not only as a historically and place-bound process, but also 
as an element of the imperial social structure. Through editorials and short stories contributors 
delineated how U.S. notions of race structure the built environment and the meanings attributed 
to  migrant  bodies  in  New York  City.  Gráfico's analysis  of  the  spatialized  and  interpretive 
elements of racialization served two purposes. By emphasizing the degree to which racialization 
functioned as a corollary to the gender and class hierarchies structuring migrant experience, 
contributors encouraged readers to recognize their own experiences as linked to those of other 
migrants. Gráfico asked readers to not only analyze how U.S. racial discourses homogenized and 
pathologized Latin American migrants, but also to counter the disciplinary power of racialization 
by placing a politicized collective identity and subject position at the center of narratives about 
migration. 
The discursive production of a collective migrant subject position relied on the various 
ways contributors made sense of race in the United States as well as in the Caribbean. As Jean 
Delaney,  Eleuterio  Santiago-Díaz,  and  Jeffrey  Gould  have  shown,  twentieth  century  Latin 
American discourse deployed race and “La Raza” as contested terms and concepts. Although 
“La Raza” described a common culture or sense of peoplehood among former Spanish colonies, 
writers and intellectuals frequently conflated biological difference with the cultural significance 
of the term.32 Gráfico primarily engaged the cultural meaning of “La Raza” by describing itself 
as a “Semanario Defensor de la Raza Hispana.” The broad community referenced by “la Raza 
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Hispana” illustrates the paper's interest in naming the experiences and news as issues of common 
interest to Puerto Rican, Cuban, Mexican, South American and, at times, Spanish migrants to 
New York. The use of “la Raza Hispana” to interpellate a sense of community among readers 
also indexes how the phrase posits  a  collective culture  among migrants at  the same time it 
differentiates Hispanophone migrants from other groups in New York City.  Clarifying that the 
use of “la raza” in Puerto Rico did not reference phenotype, mid-twentieth century Puerto Rican 
nationalist Pedro Albizu Campos's explains: 
Para nosotros la raza nada tiene que ver con la biologia. [...] Raza es una perpetuidad de 
virtudes y de instituciones características.  Nos distinguimos por  nuestra  cultura,  por  
nuestro valor, por nuestra hidalguia, por nuestro sentido catolico de la civilizacion. 
(Albizu Campos [1935] quoted in Juan Manuel Carríon)
[For us race has nothing to do with biology .... Race is the perpetuity of virtues and  
characteristic  institutions.  We are distinguished by our culture,  by our valor,  by our  
nobility, by our catholic sense of civilization.] 
The cultural meaning Campos attributes to race characterizes Puerto Rican culture as a distinct, 
yet universal practice. Because his description of the meaning of “la raza” emphasizes unity and 
an  affirmation  of  the  value  of  Puerto  Rican  culture,  Campos  grounds  “la  raza”  within  an 
understanding  of  culture  a  set  of  practices  and  values  of  a  people.  Although  Campos's 
explanation explicitly rejects race as a biological category, it illustrates how 1920s constructions 
of  “la  raza”  still  retained  essentialist  understandings  of  difference.  Implicit  in  Campos’s 
mobilization of discourses of “civilization” are colonial hierarchies of phenotype and culture that 
continued to structure the access to power and wealth in Latin America during the twentieth 
century. Campos’s description invokes the eugenicist logic of José Vasconcelos’s call for “La 
Raza  Cosmica”  (1925)  and  elite  Nicaraguans'  cooptation  of  revolutionary  leader  Augusto 
Sandino’s celebration of latinindinismo.33 Both Vasconcelos and elite Nicaraguans used cultural 
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definitions of “la raza”/ “La Raza” to argue for a version of biological  mestizaje that would 
inevitably whiten and “civilize” descendants of African slaves and indigenous peoples in the 
Americas (Gobat 257). The use of “la raza” by Campos and contemporaries as a marker of 
peoplehood and culture relies on the very logic of biological essentialism they critique. 
The tension between strategically  avoiding essentialist  and biological  notions of  race 
while  also mobilizing concepts  grounded in imperial  knowledge production foregrounds the 
unstable  meanings that  “la  raza”  and its  more formal  construction,  “La Raza,”  carry within 
1920s New York Hispanophone print culture. Contributors to Gráfico and other periodicals such 
as  El Nuevo Mundo,  Vida Alegro, and  Artes y Letras  generally deploy “La Raza” to call into 
being a pan-ethnic cultural consciousness shared by migrants from former Spanish colonies. Yet 
there  are  many  instances  similar  to  Campos’s  discussion  of  “la  raza”  when  contributors 
acknowledge how biological meanings of the term frequently accompany a cultural, historical 
understanding of race. As discussed in the first section of this chapter, Jésus Colón's analysis of 
migrant women who justify marrying German men as practice “él adelantaré la raza” [to better 
the  race]  exemplifies  this  practice  as  his  critique  rests  on  the  slippage  between  biological 
essentialism and cultural definitions of “la raza” (“Nuestras Señoritas Latinas”). He critiques 
this phrase and practice not only for perpetuating hierarchies that render European cultures as 
superior to Puerto Rican and Latin American culture,  but also for reinforcing hierarchies of 
phenotype.  
While the use of “La Raza” and “la raza” frequently remobilized imperial hierarchies of 
phenotype and culture, I read contributors deployment of “La Raza” as a strategy arising from a 
commitment to producing a pan-ethnic subject position that undermined the U.S. racial codes 
scripting  the  representation  of  migrant  bodies  within  the  Anglo  cultural  productions  and 
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government/academic institutions. “La Raza” and “la raza,” as used in New York periodicals, 
marks how migrants sought to delineate a shared culture and make meaning of the localized 
processes  of  racialization  that  often  placed  them  in  the  same  category  as  Jewish,  African 
American and Anglophone Caribbean im/migrants. In this way, “La Raza and “la raza” function 
as signposts within New York Hispanophone print  culture  marking how migrants negotiated 
racialization  and  produced  narratives  of  migration  within  the  internal  borderlands  of  the 
metropolis.
Contributors' mobilization of the linguistic valences of “La Raza” as a political strategy 
of affiliation extended to their translations of these terms from Spanish into English. Following 
the change in editorial directorship from O'Farrill to Bernardo Vega in 1927, Gráfico published a 
series of English editorials adjacent to Spanish editorials until 1930. The publication of adjacent 
Spanish and English editorials suggests that editors sought to expand their readership beyond 
Hispanophone  migrants.  But  more  importantly  this  practice  highlights  how  the  bilingual 
editorials allowed for political mobility and the strategic disruption of master narratives about 
migrant experience. Many of the Spanish and the English columns provide literal translations, 
but frequently the English version departs from the Spanish column text. The July 24, 1927 
Gráfico editorial,  the  first  under  Bernardo  Vega's  directorship,  exhibits  how  the  column 
deployed multiple modes of address to interpellate a particular set of readers and readings:  
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“Gráfico”  será,  como  hasta  hoy,  vallento  y 
despasionado  defensor  de  los  intereses  de 
nuestra población Hispana.  
Nos iniciamos en esta nueva era sin prejuicios 
de nunguna clase, y trataremos de evitar todo 
aquello  que  concierne  a  controversias  y 
polémicas  individualistas,  pero  sin  embargo 
trataremos de impedir  que se  comercie en el 
nombre y con los intereses de la Colonia.
No  vivimos  ni  vivíremos  del  producto  de 
nuestra  labor  periodístíca.  Queremos  que 
“Gráfico” sea el portavoz genuino del espíritu 
sano y altruista de nuestro pueblo.  Queremos 
que sea nuestro Vocero, reflejo del periodismo 
desintersado; y que no sea “Gráfico” un órgano 
comerical y mercantilista. (2)
   Gráfico will criticise and expose our       
   shortcomings, presenting boldy the prestige 
   and grandeurs of our race. 
All those who have an interest in the welfare 
and betterment of the Spanic [sic] population 
scattered thru the length and breadth of this 
country, surely will not fail to acknowledge 
and appreciate the value of our endeavor to 
present honestly and sincerely, the message 
that our people must deliver to the people of 
the American Nation. 
Our cordial greetings to all those that in the 
different fields of pulbic life in this country 
are doing their share to accomplish a better 
understanding among men.  (2)
Both editorials begin with a declaration to defend the interests of the Spanish/Hispanic 
population. Yet the correspondence between the two versions lessens as the Spanish editorial 
addresses  residents  of  New York's  growing Hispanophone Caribbean and Central  American 
population  and  the  English  editorial  presents  itself  to  potential  Anglophone  allies.  The 
divergence of the adjacent editorials illustrates how Gráfico imagined a diverse set of readers 
requiring direction on how to interpret and make meaning of migrants in New York City. In this 
way,  the  editorials  function  as  both  a  representational  text,  describing  the  politics  and 
experiences  of  the  Hispanophone  population,  and  a  productive  narrative  technology.  By 
describing itself as a paper that will promote, reflect, and speak for “nuestra población Hispana,” 
Gráfico editors craft a lexicon that emphasizes shared experience and knowledge to delineate the 
contours of who belongs to la Colonia and what constitutes the interests of this community.34 
The English column extends the trope of community as it seeks to clarify Gráfico's function to 
readers who do not necessarily identify as a member of la Colonia, but have “an interest in the 
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welfare and betterment of the Spanic [sic] population.”  
The  two audiences  imagined and addressed  by the  editorials  illustrates  how  Gráfico 
mediated  the  internal  as  well  as  external  circulation  of  discourses  and  narratives  about  la 
Colonia.  Calling  on  Hispanophone  readers  to  recognize  the  paper  as  their  collective  voice, 
Gráfico  casts itself as a vehicle for relating information important to migrant readers and as a 
conduit for la Colonia to address others who will advocate for them. The placement of the two 
columns  next  to  each  other  organizes  this  chain  of  political  transference  by  strategically 
translating  the  Spanish  column's  promise  of  accurate  self-representation  into  a  call  for 
Anglophone  readers  to  consult  Gráfico  as  a  cultural  authority  and  an  artifact  re-presenting 
Hispanophone im/migrants to a broader audience. Ultimately the discrepancies between the two 
editorials suggest that  Gráfico contributors calculated that “the American nation” would only 
listen to “nuestra Vocero” as refracted through Anglophone public figures sympathetic to the 
population.  
Even as the two editorials model the political landscape migrants negotiated, the format 
and differing content of the columns also allowed editors to disrupt the production of a single 
narrative  about  la  Colonia.  Reading  across  both  columns  as  well  as  down  each  column 
highlights how adjacent English and Spanish sections attempt to redefine social relations while 
telling the story of how migrants negotiate New York. In the frequent translation of “nuestra 
población Hispana” as “our race,” the editorials frequently juxtapose various meanings of “race” 
to  both  describe  and  remind  readers  of  the  complex  processes  of  racialization  migrants 
negotiated. The October 2, 1927 editorial addresses processes of racialization by describing how 
Jewish immigrants perceive Hispanophone migrants:
104
Uno  de  los  argumentos  que  nuestros 
detractores  usan  constantemente  con  la 
intención de insultarnos,  es el  que nos acusa 
como pertenecientes a la raza de color. Según 
opinión  de  estos  enemigos  gratuitos,  sólo 
existenen Cuba,  Puerto  Rico  y  demás  paises 
hispanos, sino Indios y negros, sin cultura y sin 
education.  Han  visto  esto  desgraciados  que 
existe  entre  los  que  hablamos  español  un 
verdadero espiritu de tolerancia, y que no nos 
distinguimos por nuestro odio de razas en las 
barriadas y  en  los  pueblos  donde  habitamos. 
(10) 
One  common  argument  heard  often  among 
some individuals  in  Harlem is  that  all  Porto 
Ricans,  Cubans  and  South  Americans  are 
either uncivilized Indians or people belonging 
to  the colored race.  But what  moves us  to  a 
good hearty laugh is the fact that this argument 
is used as a sign of race superiority by people 
that are as discriminated in the United States as 
the Porto Ricans or the Negroes are.
Gráfico editors' critical tone calls attention to how the application of U.S. racial heirarchies to 
classify Caribbean and South American migrants serves to both dismiss the prejudices of Harlem 
residents and to articulate the politics of racial difference. In the English column, the editors 
respond to racialization by arguing that Jewish Harlem residents apply incorrect racial labels to 
Puerto Ricans, Cubans, and South Americans. The column suggests that readers should instead 
understand Caribbean and South American migrants to be civilized and beyond the scope of 
such categories of racial  classification. However, the Spanish column offers a more nuanced 
assessment and analysis of the meanings Harlem residents attribute to migrants. The Spanish 
column specifically names indigenity and blackness as defining the category of “people of the 
colored race”(10). And by describing the racialization of Puerto Ricans, Cubans, and others as 
an act carrying “la intención de insultarnos” [the intention to insult us], Gráfico draws attention 
to the power dynamics and psychological dimensions of racialization (10). For racialization to 
function  pejoratively, intentionality and value must be attributed to the process. Editors argue 
that to be racialized as Black, indigeneous or “colored” carries a political valence and limits 
social and economic mobility, yet at the same time they suggest that for negative consequences 
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of racialization to take hold those who are racialized must learn to believe that they are inferior. 
Following this premise, they dismiss the prejudice driving the classification, but simultaneously 
lend it some legitimacy by mobilizing discourses of civilization and culture as a way to contest 
an accusation of racial inferiority. 
Gráfico’s stake in engaging racial discourses and the material effects of racism extended 
beyond  “correcting”  representations  and  narratives  about  Hispanophone  migrants.  Between 
August  7,  1927 and April  28,  1928, seven bilingual editorials directly addressed U.S. racial 
hierarchies and the effects of racism on Hispanophone migrants. The editorials unanimously 
argued that Hispanophone migrants found racism to be a “factor introducedo en la vida diaria 
por  los  habitos  y  costumbres  del  país  en  que  ahora  vivimos/the  new  element  of  friction 
introduced in their ranks by the custom and manners of American life” (January 15 1928, 3). By 
characterizing racism as a practice particular to New York and the United States, Gráfico editors 
suggested that migrants were not predisposed to hold racial prejudices, but had to address “el 
problem de  razas/  the race factor” due  to  the  local  environment  (January 15 1928,  3).  The 
influence of U.S. racial hierarchies on the internal dynamics of “La Colonia” required editors to 
repeatedly critique biological  essentialism and social  prejudice as they sought to articulate a 
subject position accessible to the heterogeneous Hispanophone migrant population in New York. 
In the October 2, 1927 editorial written in response to lynchings in the Southern United States 
and  the  Gary,  Indiana  student  strike  to  segregate  public  schools,  editors  clarify  how 
Hispanophone migrants in Harlem should understand their political stake in critiquing racism:
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Los puertorriqueños e hispanoamericanos que 
vivimos en la barriada de Harlem, no creemos 
que la diferencia en el color de la piel de un 
individuo,  lo  hace  diferente  a  los  demás  en 
cuanto a sus sentimientos, a su moralidad y a 
su inteligencia respecta. 
[Portrriqueños and Hispanoamericans that live 
in  the  Harlem  neighborhood,  do  not  believe 
that  difference  is  created  by  an  individual's 
skin  color,  one  is  different  in  his  respective 
thoughts, his morality, and intelligence....]
Hay en todos nuestros países blancos y negros, 
al iqual que los hay en los Estados Unidos. La 
diferencia es, que nosotros entendemos mejor 
las ideas de humanidad y cristianismo que los 
inquisidores  y  criminals,  que  en  los  Estados 
Unidos están haciendo de la  libertad y de la 
democracia un evangelio cojo, de producto y 
de  utilidad  para  los  ricos  y  para  los  blancos 
solamente.
[There  are  in  all  our  countries  whites  and 
blacks,  equal  to  those  that  are  in  the  United 
states.  The  difference  is,  that  we  hold  better 
ideas of humanity and Christianity than those 
inquisitors  and  criminals,  that  in  the  United 
States have made liberty and democracy faulty 
beliefs, productive and useful only for the rich 
and white.]
For American bigots, members of the Ku Klux 
Klan  and  all  pro-slavery  institutions,  the 
colored  man,  today,  is  nothing more  but  the 
slave of pre-Civil War days. The Constitution 
and  the  XIV  and  XV  amendments  being 
considered by them as scrap paper.
The ignoramuses that follow this queer way of 
thinking  have  seen  among  South  Americans, 
race prejudice is not as conspicuous as it is in 
this  country.  For  such  reason  they  conclude 
that we must be colored too. The fact  that we 
mingle and dwell in the same tenement houses, 
disregarding the color factor, being the base for 
their findings and conclusions. 
They are not able to understand that we differ 
from the American people in the fundamental 
conception of what they call human rights (in 
the daily intercourse of life, be it understood).
A  great  many  individuals  in  this  country 
believe that the expression of “human rights” 
embrases [sic] the right and privileges of the 
white man only. (10)
Although the two columns diverge from literal translations of each other, they both delineate the 
contradictions produced by the daily realities of racism and U.S. narratives about the democratic 
foundations of the nation. As if to reinforce the values it  outlines, the Spanish column defines 
difference as comprised of intellectual and abstract categories rather than phenotype. Difference, 
the editors, argue is not located in the body or a community, but in the thoughts and values of the 
individual. Thus, the ways in which  “la libertad” and “la democracia “ are produced and used by 
“los blancos solamente” [the whites only] demonstrates the misapplication and misunderstanding 
of these values in the United States (October 2 1927, 3). 
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The English column extends this critique of U.S. claims to exceptionalism by arguing 
that  Hispanophone migrants  value equality and practice democracy more than U.S.  citizens. 
While acknowledging that racial prejudice exists outside of the United States, the editors suggest 
that the discrepancies between daily practice and U.S. discourses emphasizing “human rights” 
permeates  migrants'  experiences.  For  the  editors,  the  Klu  Klux  Klan's  disregard  for  the 
Constitution illustrates the hypocrisy of U.S. narratives championing equality as the premise of 
the nation in the same way that the associative logic used to racialize Hispanophone migrants in 
Harlem demonstrates an aberration from the values that Americans champion. I read the English 
column's discussion of racial misclassification as a strategic effort to mark the gaps between the 
rigid organization of U.S. racial categories forming the basis of state and informal segregation. 
The space created by the narrative and linguistic dissonance provides the contours for a political 
subject  whose  support  for  universal  “human  rights”  counters  the  essentialisms  and  racism 
generated by imperial projects. The formal qualities of the bilingual editorials, in particular the 
different translations in English and Spanish, contribute to creating an anti-imperialist, antiracist 
discourse and ideology that span the margins of the columns. The editorials use the interstitial 
spaces and overlapping arguments to delineate a subject position accessible by both bilingual 
and unilingual readers. The English column interpellates an empathetic reader who nonetheless 
needs further education about the values and politics of Hispanophone migrant cultures. The 
Spanish column addresses readers as members of a community and tries to reinforce antimperial, 
antiracist ideologies. By positioning the two columns next to each other, Gráfico allows readers 
to  engage  both  columns  by  traversing  the  margins  and  space  between  columns.  Only  by 
comparing both of the juxtaposed columns can the reader access the editors' overall argument. 
As a result the ideal subject imagined by the editorials emerges in between the margins at the 
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same time it overlaps both columns. The editorials suggest that negotiating the linguistic and 
social codes manifested in the spatial organization of the page reflects the practices required to 
claim both a collective and individual subject position within the political and social hierarchies 
of New York. Similar to the way contributors used “la Colonia” and “La Raza Hispana” to name 
a shared space and pan-ethnic identity within the city, the columns enable many readers with 
varying degrees of engagement to participate in a shared political project.  In this way, editors 
produce a collective subject position that emerges out of the interstitial and overlapping spaces 
of the page and the street.
The collective migrant subject position constructed through  Gráfico’s  critique of racial 
hierarchies that span the United States also emerged within analyses of the racial hierarchies 
particular to New York City. Although the New York Hispanophone press frequently debated the 
political status of Puerto Rico and urged migrants to fight imperialism in Central America and 
South America,  Gráfico  editors maintained that  migrants should not become consumed with 
nationalist projects to the point  of disregarding the local  politics of Harlem. Instead, editors 
argued that Puerto Rican migrants should fight for better political and social conditions in New 
York.35 To this end, the bilingual editorial page often encouraged readers to understand their 
situation as related to other migrant  social  formations such as  African Americans and West 
Indian migrants. Editors argued that Hispanophone migrants must adapt to the environment in 
New  York  without  internalizing  racial  hierarchies  when  comparing  themselves  with  other 
migrant populations. While interethnic coalitions were not promoted explicitly, editorials and 
articles argued that “el movimiento de organización social y cultural que se está llevando a effect 
en Harlem”/the intense social agitation and cultural movement that is taking place in Harlem” 
provided a model for “la Colonia” for claiming humanity and transforming their circumstances 
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within a city and country that insisted they were inferior (January 15, 1928). With the exception 
of the January 15th editorial,  Gráfico and other publications produced by the growing Puerto 
Rican and Hispanophone community in East Harlem rarely discuss at length the literary, visual 
and political developments taking place in central Harlem during the 1920s and 1930s. During 
the 1928 alone,  Harlem-based writers such as Nella  Larsen,  Claude McKay, Jessie Redmon 
Fauset, and W.E.B. Du Bois published novels that circulated widely (McKay's Home to Harlem 
was the first U.S. best seller by a black writer) and central and west Harlem residents formed 
political organizations such as the Harlem Tenants League and the West Indian Committee.36 The 
Gráfico  editorial's  reference  to  African  American  and  West  Indian  organizing  and  cultural 
production during the 1920s offers a rare example of  Puerto Rican and Hispanophone writers 
placing their own work in relation to the work of Harlem writers and political organizers.  The 
Gráfico editorial  frames  central  Harlem  cultural  and  social  production  as  an  example  that 
validates  Puerto  Rican  and  Hispanophone  cultural  production.  Like  the  social  and  political 
movement  in  central  Harlem,  East  Harlem literary  production,  the  editors  suggests,  can  be 
viewed as a  mechanism for addressing the power structure of  the  city  and celebrating East 
Harlem's migrant cultures. Through the elimination of  the “race factor,” agitation and literary 
production, the English portion of the editorial argues, Puerto Rican and Hispanophone migrants 
will fulfill “their duties as citizens of a progressive community” and, like the central Harlem 
community, “emerge as powerful, as educated, and as useful to [their community] as any other 
group of people living in the city, or in this Nation” (January 15 1928, 3). Moreover, as the 
adjacent Spanish column more aggressively clarifies, readers' participation in cultural production 
and  social  organizations  will  create  “un  poderoso  grupo  que  será  capaz  de  imponer  su 
personalidad, cambiando la opinión que prevalece de nuestra supuesta inferioridad” [a powerful 
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group that will be able to command respect for its identity, challenging the prevailing opinion of 
our so-called inferiority] (January 15, 1928). When coupled with political organizing, literature 
and cultural production more broadly, Gráfico editors argue, serve as a way of first consolidating 
cultural  and  political  affiliations  among  a  diverse  set  of  migrants  in  Harlem,  and  secondly 
challenging both the city's power structure and the mainstream pathologization of Puerto Rican 
and Hispanophone residents of East Harlem as “inferior.”   
While  the  January  15,  1928  editorial  addresses  Hispanophone  migrants  as  the 
protagonists in a collective struggle to renegotiate the racial and social power in New York, the 
editorial  shows how the  consolidation  of  a  coherent  sense  of  community  was  an  ongoing 
process. The January 15, 1928 editorial, like the other  Gráfico texts I have discussed in this 
chapter, demonstrate that  Gráfico sought to produce a collective formation among La Colonia 
readers by highlighting distinctions between Latin American and U.S.  definitions of race to 
reframe  the  stories  told  about  U.S.  democracy  and  to  link  the  daily,  localized  effects  of 
racialization to the logic of U.S. empire and capitalism. Contributors deployed “La Raza” [The 
Race] and “la raza” [race] in their discussion of African American migrants to link imperialism 
to  the  similar  experiences  of  Hispanophone migrants  and other  Harlem residents.  However, 
contributors also frequently clarified that although “la raza” and “La Raza” translate literally as 
“race”  and  “Race,”  the  similar  sound and appearance  of  the  words  masked  the  dissonance 
between  Harlem racial  frameworks  and  Hispanophone  migrants'  practice  of  refering  to  “la 
raza”/”La Raza”  as  a  pan-ethnic  cultural  term.37 Although Puerto  Rican,  African  American, 
Sicilian,  Italian,  and  East  European  Jewish  im/migrants  had  to  navigate  New  York  racial 
hierarchies  and  lived  within  close  proximity  to  one  another,  Gráfico suggests  that,  like 
translation of “la raza” and “race,” the similarities among Hispanophone migrants and other 
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Harlem residents  were  generated by structural  circumstances.  For  contributors,  racialization, 
spatial  segregation,  and  economic  exploitation  may  have  created  material  correspondences 
among  African  American,  Hispanophone,  Anglophone  and  European  migrants,  but  not 
necessarily  a  shared  culture.  In  this  way,  Gráfico constructed  Hispanophone  migrants' 
experiences in New York as structurally similar, but culturally different from other groups.
Migrant Genealogies 
Given the various political and national affiliations among Hispanophone migrants and 
potential allies in New York, the pan-ethnic collective migrant subject position and experience 
outlined  in  Gráfico required  constant  reinforcement.  To  demarcate  the  boundaries  between 
African American and Anglophone Caribbean migrant  groups while  delineating a  collective 
Hispanophone subject position, Gráfico contributors frequently mobilized a discourse of kinship 
to establish a shared  identity among Hispanophone migrants. Using the phrase “la familia,” 
contributors established a common genealogy for migrants that suggested not only historical and 
biological  relationships but  also cultural  kinship prior  to  and a  result  of  migration.  Kinship 
discourse  repositioned  migrants  from  different  Hispanophone  countries  within  a  shared 
trajectory: 
Ayer un venezolano, hoy un mejicano, mañana un cubano, después un portorriqueño, y 
asi  sucesivamente todos los  que componen la  gran familia  hispanoamericana son el  
blanco de los desalmados de otras razas que los escogen para injuriarlos, atropellarlos y 
hasta golpearlos y herirlos, saciando así lo que podríamos llamar un odio injustifcado  
hacia los elementos de habla española.
[Yesterday a Venezuelan, today a Mexican, tomorrow a Cuban, later a Portorriqueño, and 
so on all that make up the great Hispano-American family are the target of other heartless 
races who choose to insult them, trample on them and even striking and hurting them, 
thus  satisfying  what  we  could  call  an  unjustified  hatred  towards  those  who  speak  
Spanish.]  (“Debemos Hacer Algo” 1)
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Characterizing  Venezuelan,  Mexican,  Cuban  and  Puerto  Rican  migrants  as  members  of  the 
Hispano-American  family  linked  through  a  common  language  and  by  extension  history  of 
Spanish  colonialism  allowed  Gráfico editors  to  suggest  that  intraethnic  political  solidarity 
originates prior to migration and through shared experiences of discrimination and exploitation 
in the United States. And as though to counter any skepticism regarding the collective history of 
migrants, the temporal scheme of the passage casts the familial relationship among migrants as 
inevitable. Not only will “los desalmados de otras razas” [other heartless races] eventually insult 
and assault all Hispanophone migrants, but the temporal trajectory collapses the past and future 
by suggesting that the European and Mediterranean migrants homogenize Caribbean and South 
American  migrants  to  such  a  degree  that  they  can  stand  in  for  one  another.  Here  Gráfico 
contributors produced a narrative that locates the origins of “el gran familia hispanoamericana” 
within both New York City and the Spanish colonial past and U.S. imperial present. Although 
Venezuelans, Mexicans, Cubans and Puerto Ricans may have unique histoires of migration, the 
editorial suggests that combined effects of colonialism and the migration to New York create a 
political as well as cultural kinship.
Gráfico's  focus  on  colonialism  and  migration  as  constitutive  of  “el  gran  familia 
hispanoamericana” can be read as an effort to produce a politicized collective consciousness 
through kinship discourse. Directly addressing readers as members of this network produces a 
subject position available to a range of Hispanophone migrants and delineates the relationships 
binding together individuals within New York. However at the same time, Gráfico's mobilization 
of kinship to imagine and forge a community complicates Benedict Anderson's analysis of the 
role of print culture in imagining community through the rubric of the nation. In the context of 
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Gráfico,  vague  circulation statistics  makes it  difficult  to  precisely  argue  that  the newspaper 
contributed  to  how  individuals  psychologically  or  intellectually  linked  themselves  to  other 
migrants.38 But, more importantly, even if we were to read  Gráfico as producing community 
through its textual invocation of relationships among readers and other migrants, the tropes of 
“La Raza,” “La Colonia,” and “la familia” exceeded nationalisms and instead depicted an pan-
American, collective network among Hispanophone migrants from many locations and nations 
outside  of  New York.  Moreover,  in  contrast  to  Anderson's  reading of  print  culture's  role  in 
interpellating nationalisms, Gráfico presented its discussion of the migrant community as one of 
description,  documentation  and  political  defense  rather  that  producing  a  new  political 
formations.  Although  Gráfico  may have influenced how readers  understood themselves and 
analyzed local and global processes, the editorials and articles framed their project as describing 
the already-established migrant population and communities in New York and the effects of U.S. 
imperialism and colonialism on former Spanish colonies and emerging nation-states. 
The emphasis on documenting and advocating for all Hispanophone migrants embedded 
migrants within a history of collaboration across local, regional and global networks. Kinship 
functioned  as  a  political  form  of  affiliation  as  well  as  marking  historical  relationships.  To 
encourage this framework Gráfico featured reports on political projects taking place in Harlem 
and  Brooklyn  as  well  as  articles  discussing  the  political  legacy  of  Simón  Bolívar,  José 
Vasconcelos's  1929  presidential  campaign  stops  in  the  United  States  and  Mexcio,  Filipino 
resistance to U.S. policies, and U.S. efforts to consolidate power through the Pan American 
Union. To further build political solidarity and a collective cultural memory among its readers, 
Gráfico regularly  featured  articles  and  editorials  concerning  U.S.  military  and  economic 
expansionism in Central America and the Caribbean. From 1928-1931,  Gráfico analyzed and 
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condemned the U.S. occupations and “dollar diplomacy” in Haiti, Cuba, Puerto Rico, Panama, 
and Nicaragua. Articles and editorials crafted a common narrative that linked nineteenth century 
ideologies and practices of Manifest Destiny to early and mid twentieth century U.S. military 
and economic expansion.39 Plotting U.S. actions in Central America and the Caribbean as the 
historical outcome of its earlier imperialist project allowed contributers to cast resistance efforts 
in Nicaragua and Haiti as grounded in a tradition of Latin American critique and uprising against 
colonial  governments.  Contributors  and  editors  characterized  Haitian  labor  leaders  as  the 
ideological and cultural heirs of Toussaint L'Ouverture and Augusto César Sandino in Nicaragua 
as a “Bolívar moderno” (“Problemas de Hispano America” 7).40 Additionally, Gráfico projected 
Haitian and Nicaraguan resistance as corollaries to migrants' political activities in New York by 
featuring migrants with ties, such as Sandino's brother, to these movements.41
The  story  of  U.S.  imperialism  and  Latin  American  resistance  crafted  by  Gráfico 
illustrates how contributors strategically foregrounded correspondences among national histories 
to  create  a  collective  pan-ethnic  consciousness.  Minimalizing  the  nationalist  dimensions  of 
Bolívar's and Louverture's anticolonial politics, Gráfico regularly positioned itself as reactivating 
Bolívar's and Louverture's legacies to create a “veradero Panamericanismo,” rather than U.S. 
versions  of  PanAmericanism,  that  traversed  global  and local  scales  without  fully  disrupting 
claims to national sovereignty (Figueroa 4). 42  Gráfico editors advocated for readers to rethink 
the  relationships  among  different  Latin  American  and  even  Spanish  migrants  since  was 
necessary given manifestation of imperial logic across local and global spaces. As August 14, 
1927 editorial clarifies, the U.S. social structure racialized and pathologized all Hispanophone 
migrants regardless of their nationality or individual circumstances [citation on following page 
for formatting purposes]:
115
Tenemos que convenir que los males que nos 
aflijen son de tal nautraleza que a todos en 
conjunto tratados simplemente como 
“Spanish.” En el campo cívico, comerical y 
social para ellos, portorriqueños, cubanos o 
españoles peninsular, todos tenemos nada más 
que un valor negativo. 
Debemos aunar nestras energías para que se 
nos repsete y considere como dignos factores 
en todas las actividades de la vida local y 
nacional. [….] tenemos por fuerza que buscar 
un acercamiento efectivo y prestarnos ayuda 
mutua y solidaria en nuestra lucha para 
levantar nuestra condición social y económica. 
[…]
Las animosidades y luchas intestinas que tanto 
perjudicaron nuestro interés en los países de 
donde procedemos es coas que debemos 
olvidar. (3)
It is to be noted that the evils which afflict us 
are of such a nature, that they affect all in the 
same manner. In our daily relations we are all 
together treated and regarded as “Spanish.” In 
affairs civic, as well as commercial and social, 
we are considered whether Portoricans [sic], 
Cubans, or European Spaniards, to have none 
but a negative value.
We should so unite our energies as to make us 
respected as important factors in the various 
activities that dwell in both local and national 
life […] it is imperative that we seek the means 
of making effective contact in our fight for the 
betterment of our social and economic 
condition.
The animosities and internal dissensions that 
have so prejudiced our interests in the 
countries from which we came, should all now 
be forgotten.
 
While  identifying  how  New  York  and  U.S.  social  structures  produce  a  collective  social 
formation out of its homogenization of migrants, the editorial calls on readers to unite in spite of 
national  and  political  affiliations  in  order  for  self-determination.  The  weekly  suggests  that 
migrants'  national  origins  or  nationalist  political  frameworks  do  not  offer  a  foundation  for 
challenging their experience of local spaces and social codes. By calling for a pan-ethnic alliance 
among New York migrants, the editorial focuses on the local scale of migrant collaboration. Yet 
the editorial links these local relationships to national and global networks by acknowledging 
how migrants carry with them and still engage in the political struggles in “the countries from 
which we came” (August 14, 1927). Implicit in the editorial's call for Hispanophone migrants to 
unite in New York is a call for migrants to reimagine their practice of alliance as translocal.
Gráfico  contributors'  articulation  of  pan-ethnic  solidarity  across  local,  national,  and 
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global  scales  may  have  broadened  the  terms  of  community  to  include  a  range  of  national 
identities,  however  contributors  frequently  expressed  anxieties  about  the  ability  of  young 
migrant men and first-generation Puerto Rican New Yorkers to practice unity. In ways similar to 
Colón's anxious analysis of migrant women's bodies discussed in the first section of this chapter, 
contributors portrayed the figure of the young migrant  man in New York as simultaneously 
generating and threatening the coherence of a transgenerational anti-imperialism. In early as well 
as  late  editions  of  Gráfico,  articles  frequently  pathologized  bachelorhood  and  cast  young 
migrants as representative of a generational difference. The column “Escrito para que no se Lea” 
[Written  so  that  it  will  not  be  read]  attributed  to  DOMIFA encouraged  this  perspective  by 
characterizing New York as a gathering place for social outcasts from the Caribbean and Latin 
America:   
No  debieran  las  personas  decentes  molestarse  porque  critiquemos  y  expongamos  
públicamente a esta metralla, a este detritus social que ha salido de Puerto Rico, de Cuba, 
de México, de Venezuela y de todos nuestros paises, porque allí no tuvieron ambiente; y 
ahora han venido a para a Harlem, para que el mundo nos juzgue y nos califique por sus 
actos repugnantes y mala catadura. (8)
[Decent  people  would  not  have  to  bother  themselves  because  we  publicly  criticize  
and we expose these shards of an explosion, this social debris that has left Puerto Rico, 
Cuba,   Mexico,  Venezuela  and all  our  countries,  because  there  they did  not  find  a  
welcoming environment; and now they have come and stay in Harlem, so that the world 
judges us and it describes us by their repugnant acts and bad taste.]  
The distinction between “las personas decentes” [decent people] and “detritus social” [social 
debris] marks the politics of respectability Caribbean and Latin American migrants produced and 
negotiated across New York. By promising to critique migrants who transgress social rules on 
behalf of those who meet and perform these standards,  Gráfico presents itself as a discursive 
space  for  producing and reinforcing  a  migrant  subject  position  through  normative  behavior 
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codes.  DOMIFA does  not  elaborate  on  the  exact  nature  of  the  “actos  repugnantes  y  mala 
catadura” [repugnant acts and bad taste] except to suggest that they are linked to prostitution, 
bootlegging, and gambling rings that will eventually result in imprisonment (8). But whether 
“actos repugnant” refers to gambling or sex acts outside of heternormative family structures, 
DOMIFA does not only criminalize migrants whose performances do not meet the standards of 
respectable behavior or “good taste” (8). He characterizes their acts as pathological or intrinsic 
to their personalities and bodies since they also did not find acceptance in Puerto Rico, Cuba, 
Mexico, and Venezuela prior to arriving in New York City. “Bad taste” becomes the mark of 
social  failing  and  suggests  that  certain  migrants  do  not  share  the  class  values  and  social 
aspirations of the “honest families.” By characterizing certain migrants in these terms, “Escrito 
para que no se Lea” attempts to strengthen normative sexual and class boundaries as part of a 
larger project of claiming respectability within New York City social codes.
In its policing and disciplining of migrants who challenge social protocols, “Escrito para 
que no se Lea” illustrates how the spatial dynamics of the social boundaries inform the article's 
classification of young migrants as nonnormative. DOMIFA explains that the close proximity of 
“detritus social” prompts families to “buscando refugio en otras partes de la ciudad” [look for 
refuge in other parts of the city] from the young men (8). The movement of families away from 
the  young  men  reorganizes  who  has  access  and  power  within  East  Harlem,  Brooklyn  and 
Chelsea.43 The young men may control  the streets and housing,  yet  their  distance from “las 
familias honestas” [the honest/respetable families] places the young men on the boundaries of 
the  political  and  social  decision  makers  of  the  community.  Linked  to  the  representation  of 
migrants as “detritus social”[social debris], “Escrito para que no se Lea” deploys “la metralla” to 
describe the movement and spatial formation of nonnormative migrants. “La metralla” can be 
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literally translated as “shrapnel,” but it more broadly describes the remnants or shards of an 
explosion. The portrayal of the young men as shards physically projected from the Puerto Rico, 
Cuba,  Mexico  and  Venezuela  to  New York  City  suggets  a  concerted,  violent  expulsion  of 
migrants from the Caribbean and Latin America. Through his imagery, DOMIFA reinforces the 
pejorative representation of particular migrants as outcasts but complicates the representation of 
Hispanophone migration more broadly. The violence of the shrapnel imagery suggests that the 
impact of external forces disrupted nonnormative subjects' previous existence on the margins of 
Caribbean and Latin American society. In this way, DOMIFA casts the presence of nonnormatine 
migrants in New York as linked to the spatial and social redistribution prompted by the violence 
of colonialism and imperialism. 
Casting nonnormativity as an effect of relocation due to imperialism and the influence of 
New York social codes on migrants allowed contributors to argue that migrants who performed 
economic and social  actions outside of  the  normative structure of  family did not  reflect  all 
migrants. In the context of DOMIFA's efforts to police normative boundaries, “La Raza” and the 
shared  histories  the  term  appear  as  efforts  to  contest  the  pathologization  of  Hispanophone 
migrants in the New York Times and academic reports.44 Yet contributors' anxiety about the 
social practices of children of Caribbean and Latin American migrants highlights the instability 
of the heteronormative logic positing kinship as the ideal  mode of affiliation for uniting the 
diverse  set  of  Hispanophone  migrants.  Contributors  perceived   generational  difference  as 
undermining  collective  praxis.  DOMIFA cites  the  close  proximity  of  bars  and  clandestine 
activites as creating a situation where “la juventud latino-sajona que se está criando en este 
barrio,  si  esto  continúa  como  vá,  tendrá  un  porvenir  desastroso”  [The  Latin-Saxon  youth 
growing up in this district, if this continues in this direction, will have a disastrous future] (8). 
119
For DOMIFA, the children of migrants and/or young migrants perform and become affilliated 
with both Latin/o and Saxon cultural practices that distinguish their actions and values from 
older migrants. He links the spatial dimensions of East Harlem to the production of young hybrid 
subjects unaligned with older migrants. In addition to casting nonormative subjects as expelled 
from  the  Caribbean  and  Latin  America,  DOMIFA figures  generational  difference  and  the 
environmental influence of the city figure as catalysts for the dissolution of normative values and 
practices. 
Yet even when characterizing young men as deviant, contributors marked how young 
men created networks of affiliation similar to the idealized relationships of  la familia. Writing 
under  the  personality  of  Maquiavelo  in  “Cada  Loco  con  Su  Tema,”  Jesus  Colón  extended 
DOMIFA's  critique  by  chronicling  the  ways  that  young  Hispanophone  men  in  New  York 
undermined the centrality of la familia as a political formation. Colón's narrative recounts how 
the narrator walks past Central Park and enters a restaurant on 110 St. where a group of young 
men speaking Spanish have gathered. Explaining to the reader that the linguistic idiosyncrasies 
of the young men allow him to differentiate the different speakers' national origins as Cubano, 
Mejicano, Argentino, and Portorriqueño, Colón offers the reader the idiom “cada loco con su 
tema” [to each his own; every person has his own mannerism] to describe both the dialects and 
the distance between the observer and his subjects. Yet as Colón's narrative caricatures national 
and regional practices through his account of the men's dialects, it indicates less  humor than 
anxiety about normative gender and sexual codes. As he sketches the dialogue among the young 
men, his commentary encourages readers to be critical of the young men's practices and interpret 
them as  deviant  and criminal.45 The  narrator  laments  the  young men's  interest  in  “mujeres, 
drogas, licores,  cartes” [women, drugs, liquor,  cards] and calls on “los padres de familia de 
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nuestra raza” [the fathers of our race's family] to force the young men to follow the laws and 
attend night school in order to build “hombres cultos y dignos capaces de pelear y morir por un 
ideal” [cultured and worthy men able to fight and die for an ideal] (12). For the narrator, young 
migrants' deviance transcends their disregard for the law, but also results from their disinterest in 
facilitating social and cultural reproduction through institutions and the formal labor market. He 
then addresses “los jóvens de raza española” [young people of the Spanish race] and asks them 
to reject “los vicios” [vices] in order to perform a form of masculinity produced and required by 
the formal labor market  and high culture.  Colón outlines an ideal  intellectual  working class 
masculinity in contrast to the practices and performances of the young men in the bar: “Jóvenes 
de raza española, vaya las bibliotecas, museos, teatros y parques. Aprovechen la juventud, pero 
abandonen los vicios y vivan la vida. Y sobre todo: ¡Trabajen! [Young Hispanic people, go to 
libraries, museums, theatres and parks. Take advantage of youth, but leave the vices and live life. 
And mainly:  Work!] (12).
Colón's narrative presents young migrants from a range of backgrounds as delinquent in 
both their disregard for laws and their practices that do not replicate the heteronormative family. 
Yet  his  portrayal  of  the  friendship  and  camaraderie  among  the  young  men  suspends  any 
suggestion of discord due to their national or ethnic origins. The young men joke with each other 
after the Puerto Rican man drinks some of the Mexican migrant's tequila and almost spits it out. 
The  Cuban migrant  sarcastically  asks “¿Pues que tu  te  creías  que ibas  a  tomar? ¿Café con 
leche?” and they proceed to poke fun at each other's idiomatic use of Spanish before leaving to 
play poker and attend a party (12). The group of young men may lack the political focus of the 
pan-ethnic community envisioned in the bilingual editorials and articles, but the camaraderie 
bridges national divisions. By depicting an intergenerational, cross-cultural encounter that gives 
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a concrete example of relationships among a range of Hispanophone migrants, I find that the 
story models a form of political community although the young men do not perform the form of 
masculinity or overtly politicized identities idealized by Colón. The young men, and certainly 
Colón, may initially associate with each other due to the ways that  U.S. racial  codes shape 
migration and the city, but their friendship creates a basis for the future collaborations imagined 
by Gráfico.
Colón's  and  DOMIFA's  attempts  to  manage  gender  and  sexuality  expose  how  the 
gendered migrant body functioned as a crucial site within the broader political framework of the 
weekly. As I have outlined in this section, Gráfico editors' and contributors' appeals to readers to 
forge  a  collective  political  alliance  among  migrants  functioned  as  both  descriptive  and 
productive. Like the article by DOMIFA and Colón's narrative, Gráfico modeled how to “read” 
and “translate” U.S. racial schemas that assigned difference to migrants's bodies and structured 
urban landscapes. Contributors' articulation of a pan-ethnic collective perspective and intraethnic 
ideological alliances, rather than an embodied praxis, foreground the discursive sphere as a site 
for challenging U.S. power hierarchies. Yet as DOMIFA and Colón demonstrate, concerns about 
migrants' material gender and sexual practices structured the analysis and articulation of alliance. 
DOMIFA's and Colón's texts activate a genealogical logic similar to the premises structuring the 
racial hierarchies under scrutiny in Gráfico and reinforce normative gender and sexual codes at 
the expense of imagining other forms of alliance. While expanding the boundaries of affiliation 
and alliance in order to lay the groundwork for an anti-imperial,  anti-racist  project,  Gráfico 
simultaneously reinforced normative social codes.
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The Melodramatic Subject
The final section of this chapter turns to the short stories published in Gráfico to further 
probe how the weekly imagined and sought to interpellate a politicized migrant subject position 
accessible to a range of readers. I focus on the 1929 short story contest to show how Gráfico's  
short story writers use the flexibility of the melodramtic mode to plot a collective history that 
presents  kinship  as  unable  to  fully  describe  or  produce  a  pan-Hispanic  political  formation. 
Instead the short stories frame the migrant body and experience as a resource for developing 
political  subjectivity  critical  of  normative  social  regimes.  I  argue  that  the weekly's  fictional 
narratives outline a mode of strategic performance and representation that broadens the terms of 
intraethnic affiliations and alliance figured in Gráfico's editorials, poetry and articles.
On August 24th, 1929, Gráfico solicited readers to submit 2,000 word short stories for a 
literary contest to be judged by readers. By the end of the contest in January 25, 1930, Gráfico 
announced that the sixteen short stories published over the course of the five months received a 
total of 23,520 votes, attesting to “las enormes simpatías con que cuenta nuestra semanario y la 
efectiva  circulación,  que  ha  hecho  posible  que  se  reunieran  una  cantidad  de  votos  tan 
considerable que sobrepasara a los cálculos hechos” [the great affection/support for our weekly 
magazine and the true circulation, that it is also possible that the stories collected a considerable 
number of votes that in fact exceeded the number calculated] (14). The top three entries, “La 
Mujer de la Cabellera Roja” by Ester del Toro, “Lágrimas de Perdón” by Onofre S. Belloso, and 
“La Abondanada” by Providencia Sanjurjo depicting the romantic relationships among Puerto 
Rican, Argentinan, Brazilian, and Colombian migrants in the New York region received almost 
4,000 votes  each.  The  popularity  of  the  three  stories  demonstrates  how readers  approached 
reading and producing literary representations of experiences of migration through New York. 
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When compared to the blend of historical, ethnographic, and sentimental genres present in the 
other thirteen stories, the explicitly fictional “La Mujer de la Cabellera Roja,” “Lágrimas de 
Perdón,” and “La Abondanada” offer narratives that follow the conventions of melodrama and 
romance  to  depict  national  and  urban  transborder  movement  as  intertwined  with  romantic 
couplings. 
The  popularity  of  melodrama  and  romance  among  Gráfico readers  was  of  special 
concern to the literary criticism published in the weekly. The unattributed regular column “Ideas 
Liberales en Norte America” argued that melodrama and romance represented a turn away from 
politically charged literary realism. “Ideas Liberales en Norte America” singled out U.S. realists 
Carl Sandburg, Sinclair Lewis and Upton Sinclair as models and cast the popularity of romantic 
poetry and melodrama as a political problem. “Ideals Liberales en Norte America” argued that 
Sandburg's  use of “el slang” and “diaria  jerignoza” [daily jardon] (original emphasis)  in his 
poetry  gives  voice  to  “las  penas,  sufrimientos  y  miserias  del  emigrante,  del  pobre  y  del 
trabajador en campos” [the pain, suffering and misery of the immigrant, the poor, and the rural 
worker] (2). Fiction by Lewis, the column explains, “fustigó la complacencia y orgullo sancho-
panzista de la burgeusía yanqui” [critiqued the complacency and cowardly, opportunistic pride of 
the Yanqui bourgeoise] and Upton Sinclair's modeled “sinceridad,” “idealismo práctico,” and 
“valor” (3, 2). The celebration of Sandburg, Lewis and Sinclair in “Ideals Liberales en Norte 
America” illustrates more than the column's commitment to a liberal, humanist framework. The 
column casts  Sandburg's  poetry and the  fiction  by Lewis and Sinclair  as  texts  producing a 
working-class  politics  unable  to  be  replicated  by  art  forms  associated  with  emotion  and 
aesthetics: 
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Sopechamos, o más bien, estamos seguros que, a los lectores de nuestra raza le gustaría 
mejor leer sobre poetas de pálida aristocracia; finos y delicados, con pecheras como  
camelias inmaculadas y ademanes hermafroditas; o quizá sobre aquellos de la bohemia 
clásica, de la bohemia de capa y espada; que de la vida de una inmensa columna de arte 
humanista como es el ilustre poeta que nos ocupa. (3)
[We suspect, or better, we are sure that, the audiences of our race would rather read  
about  poets  of  pale  aristocracy;  fine  and  delicate,  with  shirtfronts  like  immaculate  
flowers and hermaphroditic/androgenous gestures/movements; or perhaps about those of 
classical bohemia, of the bohemian of cape and sword; that of the life of an immense  
pillar of humanist art like that of the illustrious poet that we are concerned with.]
The article's tongue-in-cheeck tone suggests that more than intellectual appeals were required to 
move  readers  to  rexamine  the  political  foundations of  popular  modes  of  representation  and 
narrative. Sarcastically attributing a desire for romantic poets to not only his immediate readers, 
but “nuestra raza” more broadly, the article suggests that his readers find the class, gender, and 
cultural  persona of poets more important than the radical  political potential  of poetry.  Using 
tropes of elitism, decadence and homosexuality to vilify romantic poetry and sentimental forms, 
the column suggests that elite forms of “high culture” do not perform the same cultural work 
necessary for producing a political  framework able to challenge U.S. social  hierarchies.  The 
column's  comparison  among  Hispanophone  poets  and  Sandburg,  Lewis  and  Sinclair  casts 
romantic  and  bohemian  culture  as  an  elite,  feminine  and  queer  political  culture  lacking  a 
hypermasculine class politics of modern social realism. The column suggests that U.S. realism, 
while  not  an  example  of  “low culture,”  models  a  more  useful  form of  critical  analysis  for 
readers.
As the short stories submitted for “El Concurso Literarios” demonstrate, readers did not 
heed the  proposal  that  Gráfico  writers  and readers  should  turn  to  literary  social  realism to 
imagine and represent experiences of migration. Instead of adopting either realism or even the 
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“high  culture” romantic poetry vilified by “Ideas Liberales en Norte America,” reader-submitted 
poetry and fiction following popular melodramatic and romance conventions. The only literary 
criticism  to  support  these  popular  genres,  “Del  Tinglado  de  la  Farsa:  Vindicación  del 
Melodrama” by Torres Mazzorana, argued that the modernist narratives and drama by John Dos 
Passos, Theodore Dreiser, and Eugene O'Neil could not fully engage the reader when compared 
to the sensory and emotional reactions provoked by melodramas such as the humorous mystery 
drama “The Cat and The Canary” (1922) by John Willard.46 
Torres  Mazzorana's  defense  of  melodrama  rests  on  the  satisfaction  derived  from 
following stock characters negotiate improbable and emotional situations. He argues that  the 
pleasure of melodrama results from the recognition of the “tinglado de la farsa” [plot of the 
farce] and the resolution of emotional and ethical conflicts through humor. Furthermore, for 
Torress  Mazzorana,  the  affect  generated  by  melodrama  presents  the  body  as  an  expressive 
medium in useful ways. Gestures and postures not only tell the story, but also recenter emotional 
and  sensory  experience  as  meaningful  and  important.  Unlike  other  genres  or  modes  that 
privilege aesthetic or abstract values, melodrama validates the everyday and the visceral. Torres 
Mazzorana's emphasis on the body is reminiscent of Peter Brooks's description of melodramatic 
“body siezed with meaning” (11). Brooks argues that melodrama moves beyond sentimental and 
romantic  practices of  portraying physical  suffering in  order  to  provoke a  reconsideration of 
actions and beliefs. By presenting the body in excess of the discursive frameworks, this mode 
further abstracts and raises the stakes of the moral and ethical dilemmas generated by the values 
and emotions embodied by the characters. The characters, plot, and scenes do not signify the 
local or historical, but instead render visible the tensions in global ethical and moral structures. 
In this way, melodrama celebrates the body as a medium making the emotional world concrete 
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and capable of generating moral and ethical resolution through affect.
I read the popularity of melodrama as an indication that  readers and writers found it 
useful to recenter and reconsider the implications of the daily experiences of migration. As a 
narrative mode, melodrama allowed readers and writers to tell stories that foregrounded gender, 
sexuality, and racialization while also debating the ethical and moral foundations of potential 
political action. Rather than restrict the available points of identification, melodrama exaggerates 
emotion and characteristics in a manner that makes the abstract palpable. Here Martha Stoddard 
Holmes's  description  of  the  “intense  exteriors”  of  meldromatic  characters  offers  a  way  of 
understanding why  Grafico  short  story  writers  embraced the  mode.  Holmes  argues  that  the 
melodramatic body does not suggest that “there is an interior life where 'depths' and a discrete, 
privately  owned self  exist  and generate  true  value.  Rather,  melodrama  refers  to  a  mode  of 
experience in which value ('depths') resides in the embodied moment itself” (20). Characters do 
not appear as an interior or psychologically complex individuals, but instead produce meaning 
through  stock  mannerisms  and  repetitive  acts.  Characterization  through  performance  and 
stylization  undermines  the  definition  of  subjectivity  and  identity  founded  on  an  individual 
character's  unique  essence.  Instead,  melodramatic  characters,  Holmes  suggests,  manifest  the 
moral and political conflicts of the social world of the text and the audience. 
As melodrama uses conventional characters and tropes to make visible moral and social 
problems,  the  genre  relies  heavily  on  the  recognizability  of  the  moral  significance  of  the 
characters and tropes to  interpellate  moral  and political  values among viewers,  readers,  and 
audiences. The viewer, reader, or audience must recognize and invest in the particular moral 
meaning encouraged by the performance and invoked by the text. Since the readers' recognition 
of the tropes plays such a fundamental role in melodramas, I am interested in the ways that the 
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global scale and recognizability of the character type can at times make melodramatic characters 
meaningful  in  ways  that  exceed  melodramatic  texts'  particular  moral  schemas.  Because  the 
character  does  not  display particularly  distinctive  traits  but  represents  a  broader  concept  or 
experience, the reader can imagine themselves in the place of the character. The production of 
subjectivity and meaning through modes of embodiment common to a range of bodies allowed a 
variety of readers to participate in the story. Melodrama may have contributed to definitions of 
the normative, but its broad contours and emphasis on embodied experience gave form to subject 
positions that readers could share and easily manipulate.
The popularity of a  genre that  centers expressive bodies and materiality may at  first 
appear  at  odds  with  Gráfico contributors'  articulation  of  a  collective  political  framework. 
However, the popular melodramatic narratives,  I argue, functioned as a venue for readers to 
collectively work through and give meaning to the daily conditions and problems of migration. 
Of the three winners of  Gráfico's “El Concurso Literarios,” Onofre S. Belloso's “Lágrimas de 
Perdón” [Tears of Forgiveness] offers the most complex illustration of how representations of 
embodied experience in reader submissions make sense of the ongoing emotional and material 
effects of transborder crossings. The short story follows the courtship and marriage of Nicanor, a 
Colombian migrant working at the National Motor Works in Jersey City, and Lucía, a migrant 
from Argentina living with her aunt in New York. The tension of the story results from Nicanor's 
jealous suspicions that Lucía has continued a relationship with a Brazilian man she met while 
traveling on a steamship from Buenos Aires to Staten Island. In a dramatic final scene, Nicanor 
finds an unsigned letter, accuses Lucía of infidelity, and violently attacks her. Not able to rise 
after Nicanor shakes her violently and she falls to the floor while he looks for something to use 
to strike her, Lucía appeals to Nicanor and explains that her aunt sent her the letter. Nicanor 
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realizing his mistake asks Lucía for forgiveness. Lucía silently cries as she lies on the floor.
On its surface “Lágrimas de Perdón” fulfills the conventions of a domestic melodrama. 
The key melodramatic component of characters with little to no psychological dimension are 
combined with a dramatic scene of suffering. These elements present “the world as a place of 
emotional excess and attempt to transform that excess, through plotting, into a particular kind of 
social order" (Holmes 17). The strong emotions the characters perform and generate establish a 
dichotomy of innocence versus jealousy that encourages sympathy for Lucía. But the short story 
stops short of resolving the tension between the characters or representing Nicanor's paranoia 
and Lucía's pain as fully indicative of conflict between good and evil.47 Instead “Lágrimas de 
Perdón”  suggests  that  the  localized  unequal  class,  gender,  and  social  relations  structuring 
migrant  experience  remain  unresolved  and  contribute  to  Nicanor's  expression  of  social  and 
psychological distress through violence directed at Lucía. Nicanor's characterization is important 
here.  Introduced  as  a  migrant  from  Colombia  with  the  intent  to  marry  and  become  an 
independent mechanic in New York, the story places him on a middle-class heteronormative 
trajectory. However, the narrative portrays Nicanor's body as inhibiting his attempts to traverse 
class-based  masculinities.  The  narrator  describes  Nicanor  as  generous  and  displaying  “el 
sentimiento de la rectitud”[uprightness] (20). Yet the narrator emphasizes that Nicanor's defining 
characteristics include “aspecta grave, mirada sombría carácter arrebatado que fácilimente se 
manifestaba en ademanes impulsivos y violentos” [serious attitude, sombre looking character 
manifested in impulsive and violent gestures] (20). These qualities enable Nicanor to develop 
comraderie with fellow workers at the New Jersey Motor Works, but ultimately undermine his 
relationship with Lucía as he repeatedly misinterprets her actions and accuses her of initiating an 
affair.  Nicanor's  expressive  features  and  obedience  to  “impulsos  de  su  inflexible  caracter” 
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[impulses of his inflexible character] suggest that his body does not allow him to fully perform 
the  self-possessed,  critical  analysis  idealized  in  Gráfico editorials  and  articles.  Unlike  the 
intellectual and analytical political subject interpellated in the bilingual editorial columns and 
idealized by Colón and DOMIFA, Nicanor's emotional excesses and inability to control his body 
centers  the  psychological  and  corporeal  dimensions  of  migrants  as  the  most  meaningful 
dimensions of the organization and experience of urban relationships. 
Nicanor's  visceral  emotions  and  impulsive  actions  starkly  contrast  the  narrative's 
characterization of Lucía as a model migrant. Throughout the narrative, Lucía cheerfully fulfills 
the expectations of  la Colonia by performing normative gender, class, and sexual roles. The 
narrator describes her as cheerful and generous (20). She assists her aunt and neighbors and 
inspires their respect (14).  Yet her engagement in social reproduction initiates the paranoia that 
leads to Nicancor's rage. Her near perfect performance of migrant femininity and maintenance of 
ties with her aunt and neighbors does not prevent Nicancor's impulsive attack. Nicanor, even as 
he  meets  factory  gender  codes,  does  perform a  form of  masculinity  that  maintains  broader 
kinship networks. The narrator explains that Nicanor's “egoísmo” and “absurda preocupación” 
with infidelity leads to his command that Lucía stops her visits and correspondence with her aunt 
in  East  Harlem,  causing  Lucía  distress  as  well  as  demonstrating  the  inflexibility  and 
“impetuosidad de su temperamento” (19). By emphasizing how Nicanor's jealousy is unfounded 
and prevents the maintaenance of kinship, the narrative frames his inability to practice emotional 
and physical restraint and his performance of masculinity as in excess of the gender codes and a 
threat to the production of family. 
The narrative's portrayal of Nicanor's estrangement from gender protocols primarily casts 
his behavior as an outcome of jealousy, but the story also suggests that his antagonism arises 
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from his geographic and social location outside the East Harlem settlement. As more migrants 
relocated  to  New  York,  Gráfico,  La  Prensa,  and  other  local  Hispanophone  newspapers 
frequently registered the growing tension among Caribbean and South American migrants living 
within  East  Harlem  and  those  who  lived  in  the  older  settlement  in  Brooklyn  and  newer 
communities in the South Bronx and Jersey City.48 Migrants working and living outside East 
Harlem contested how La Colonia in Manhattan claimed to represent the interests of all Puerto 
Rican, Central  American and South American migrants in the New York area.  Of particular 
concern was the way that the Anglophone and Hispanophone press mobilized social hierarchies 
specific to East Harlem when depicting and analyzing migrants outside of Manhattan. “Lagrimas 
de  Pérdon”  casts  Nicanor  and  Lucía  within  this  context  by  locating  the  social  center  of 
Hispanophone  migrants  within  the  East  Harlem community.  Their  courtship  begins  in  East 
Harlem before they move to New Jersey and Lucía continues to judge Nicanor's actions with 
respect  to  the  expectations of  her  aunt  and friends within East  Harlem. The story links the 
tension between Nicanor and Lucía to their position outside La Colonia and, by extension, its 
social codes. 
By closing “Lagrimas de Pérdon” with the Nicanor's appeal to Lucía for forgiveness for 
his violent actions and accusations, the narrative suggests that Nicanor finally achieves self-
discipline. After Nicanor accuses Lucía of having an affair, he shakes her and she falls to the 
floor. While Nicanor searches for something to use to strike her, Lucía shouts that it was her aunt 
and he is suddenly overcome with guilt and reaches out to embrace her. The narrative's portrayal 
of Nicanor's  response,  his “avergonzado y contrilio” and his request  that  Lucía  forgive him 
although he has acted like “un bruto,” frames Nicanor's ability to regain control of his body and 
his request for forgiveness as a possible step towards a form of masculinity more supportive of 
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Lucía and her interest in broader affiliations outside of marriage, in particular a relationship with 
her aunt. As the story closes, the narrator suspends a critique of Nicanor, suggesting that the 
character's final behavior models a more appropriate form of migrant masculinity.
The narrative's representation of Lucía's response to Nicanor's violence, however, differs 
in its lack of a resolution. For Nicancor, her affective and emotional response provokes shame 
and  regret,  but  he  ultimately  reads  her  tears  as  a  manifestation  of  her  forgiveness.  The 
representation of her tears as baptizing Nicanor to a new life frames her silent emotional display 
within the conventions of melodrama. If the reader follows the cues integrated into the short 
story,  Lucía  functions  as  the  archetypical  feminine  martyr  through  which  Nicanor  accesses 
subjectivity  and  self-discipline.  As  Frank  Kelleter  and  Ruth  Mayer  explain,  melodrama's 
exaggerated scenes of suffering activate "the sentimentalist equation of victimhood with virtue” 
(12). Lucia's suffering serves as a sentimental “sign of moral righteousness” and if read through 
the frame of the story's title, “Lágrimas de Perdon” her tears absolve Nicanor of his violent 
action and jealousy.   
Even as sentimental  conventions and Nicanor's  dialogue offer ways for the reader to 
make sense of Lucía's tears, the narrator only describes Lucía in terms of her affective response 
to Nicanor's violence. In contrast to convention, the narrative's representation of Lucía's tears in 
the final scene, I argue, undermines any full resolution of the story. Her sobs are available to 
many interpretations; they may signal physical distress caused by Nicancor's violent actions at 
the same time they may indicate anger or submission. Most importantly, I find, the story does 
not render Lucía's physical and emotional distress as ultimately unintellgible. Lucía does not 
clarify why she cries.  Rather the story leaves Nicanor and the reader to interpret  her body: 
“Lucía por toda respuesta sollozaba, derramando lágrimas que calan sobre Nicanor como un 
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bálsamo de  sosiego y de perdón” [Lucía  sobbed her  response,  shedding tears that  fell  over 
Nicanor as a calming and forgiving balm] (15). The narrator indicates that Nicanor interprets her 
tears  as  a  sign  of  forgiveness,  yet  the  story  closes  without  confirming  Nicanor's  reading. 
Although Nicanor's plea for forgiveness suggests that he realizes his errors, the narrative up until 
this point has cast Nicanor as fundamentally untrustworthy and unable to control his body. The 
narrative's representation of Lucía's silent tears hardly confirms that she believes or wants to 
return to Nicanor. Instead,  her tears seem to express what cannot be put into language.  The 
narrative's portrayal of Lucía's tears suggest that language and discourse fail to fully articulate 
embodied  experience,  especially  emotional  trauma.  Moreover,  the  lack  of  a  conclusive 
interpretative framework and the quick conclusion also suggest that Lucía's tears mark a social 
prohibition, on the part of Lucía and the narrative, to critique Nicanor's actions and marriage as a 
foundation for migrant alliances. Whether due to a social prohibition or out of a lack of available 
representational  form  for  more  precisely  figuring  the  limits  of  heteropatriarchal  forms  of 
affiliation,  the  narrator's  portrayal  of  Lucía's  silent  tears  suggest  that,  unlike  the  supportive 
relationship between Lucía and her aunt, marriage and patriarchally defined relationships do not 
function as an ideal form of migrant affiliation for migrant women.
At the close of the story, Lucía and Nicanor remain fixed in a familial tableau, but the 
violent state of their relationship and her earlier practice of building relationships outside of her 
romantic  affiliation  with  Nicanor  inserts  a  representation  of  the  limits  of  advocating  for 
heterosexual unions as the basis for political affiliation. The characters' strict adherence to social 
protocols  produces  an  emotional  intensity  and  violence  rather  than  indicating  that  a 
heteropatriarchal kinship model supports the intraethnic alliances idealized by Gráfico editors or 
contributors.
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As the  story  concludes  without  providing  a  conclusive  interpretative  framework  for 
Lucía's tears, “Lágrimas de Perdon” allows for a range migrant readers with different histories to 
identify  with  or  against  her.  The  story's  broad  characterization  of  Lucía  and  her  ultimate 
unintelligibility serves as an empty container for migrant experiences. As the story encourages 
readers to emotionally identify with Lucía's pain or Nicanor's remorse, it centers feeling as an 
entry  point  for  recognizing  and  engaging  the  exploitative  and  dehumanizing  conditions  of 
migration. And if we read Lucía's tears as an reluctance to return to a relationship with Nicanor, 
the  narrative  figures  emotion  and  affective  experience  as  a  symptom  of  the  limits  of 
heteropatriarchal alliance for migrant women. Furthermore, as “Lagrimas de Pérdon” presents 
the  relationship  between Nicanor  and Lucía  as  a  failed  model  for  readers,  Lucía's  affective 
performance at the end of the story suggests that more than political discourse is necessary for 
challenging the exploitative and dehumanizing conditions of migration. 
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CHAPTER FOUR
The Politics of Puerto Rican, West Indian, and African American Alliances
In an unpublished typescript from the 1950s, writer and Puerto Rican community leader 
Jesús Colón provides a striking call for unity among Puerto Ricans and African Americans living 
in Harlem.49 He explains: 
In  the  Puerto Rican people's  struggle  for  first  class  citizenship and for  independent  
homeland, Negro Americans can and must be an important ally. That the Negro people 
have suffered years  of  oppression is  common knowledge,  a  fact  that  no one would  
attempt to deny. However, this fact provides only one aspect of the Negro, who are not 
only receivers of oppression, but also as fighters against oppression. Only with such an 
appreciation of Negro history will the Puerto Rican people and Americans generally  
begin to understand the need for joining hands with fifteen million friends.50
In Colón's assessment, African Americans' ongoing fight against oppression provides the Puerto 
Rican anti-colonial struggle with not only a historical example, but also an opportunity to gain 
an ally in the fight for national liberation. While he promises that his retelling of the story of 
African  Americans'  struggle  during  and  after  slavery  will  catalyze  Puerto  Rican  interest  in 
alliance, his tone indicates that collaboration, let alone friendship, among the two groups would 
necessitate a significant shift in Puerto Ricans's perceptions of African Americans and a more 
expansive  politics  of  liberation.  Building  alliances  in  such  circumstances,  Colón  suggests, 
requires recovering and creating compelling narratives that provoke political realignments.
Colón's  strategic  retelling  of  African  American  struggles  for  liberation  in  order  to 
provoke Puerto Rican and African American alliances in the 1950s adds a new storyline to 
prevailing  historical  accounts  of  both  social  formations  as  well  as  frameworks  of  coalition 
building. With the exception of Ruth Glassner's study on collaborations between Puerto Rican 
and African American musicians during the first world war and Adrian Burgos's study of Latino 
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baseball players and team owners in the Major Leagues and Negro Leagues during the 1920s 
and  1940s,  scholarship  has  largely  followed  the  lead  of  Winston's  James  account  of  early 
twentieth century tensions among Puerto Rican and African American migrant communities.51 In 
his seminal study Holding Alfot the Banner of Ethiopia,  Winston James identifies Afro-Puerto 
Rican bibliophile Arturo A. Schomburg's participation in African American and West Indian 
circles as an exception to the nationalist and socialist focus of key Afro-Puerto Rican political 
figures such as Colón and Pedro Albizu de Campos (220). James attributes the dearth of literary 
exchanges and political collaboration among African Americans and Puerto Ricans to the “cross-
racial cohesion” and the “high level of educational attainment and class consciousness” among 
Puerto Rican migrants (230). 
Assembling  an  archive  of  political  collaborations  among  New  York  Puerto  Rican, 
Anglophone  Caribbean  and  African  American  migrants  in  Harlem  is  certainly  difficult.52 
However, efforts to imagine and provoke collaboration, like Colón's call for Puerto Rican and 
African American unity in the 1950s, can be located in a set of texts ranging from magazine 
essays, poetry, fiction, to political pamphlets published in central and east Harlem during the 
1920s and 1930s. Assembling an archive of texts concerned with Puerto Rican, West Indian, and 
African American alliance, I show how representations and narratives about Puerto Rican, West 
Indian and African American relations in New York migrant print culture map a framework of 
interethnic solidarity that relies on affective and spatial conceptualizations of relationships. The 
story about African American, West Indian and Puerto Rican relations that emerges in these 
texts, I argue, marks how migrants theorized interethnic alliance not only as a political formation 
focused on common objectives, but also as a practice built on the recognition of and production 
of affective affinities across multiple scales. 
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Frank Guridy's recent work tracing interwar, transnational Afro-diasporic encounters has 
argued that affect is an often overlooked component of historical political formations (117). In 
Guridy's assessment, tracing “the ways a shared collective sensibility can be experienced on the 
affective level by audiences of cultural products” reveals how “expressions of affect or feelings 
were powerful ways that linguistic and cultural differences were, however fleetingly, overcome” 
(117).  Rather  than  soley  invoking  abstract  tropes  of  solidarity  as  a  mode  of  negotiating 
difference, the texts that I examine in this chapter draw parallels among African American, West 
Indian and Puerto Rican migrants' emotional and embodied experiences to theorize and test a 
collaborative praxis. The first section traces the trope of friendship in exchanges about African 
American, West Indian, and Puerto Rican relations in the “Special Caribbean Issue” (1926) of 
the Urban League's Harlem-based magazine  Opportunity.  The second section focuses on the 
representation  of  race  and  Harlem  interethnic  relations  in  Frank  Martínez's  self-published 
pamphlet  The Tragedy of the Puerto Ricans and the Colored Americans (1935). A response to 
the Harlem uprising on March 19, 1935, the pamphlet calls for political solidarity among Puerto 
Rican and African American migrants in New York City. Although a long-term, formal political 
coalition did not develop as a result of the political shifts proposed by Martínez, the pamphlet 
texts  illustrates  how  the  body,  in  its  emotional  and  affective  dimensions,  centers  migrants 
theorization  of  collaboration  and  alliance.  The  third  section  places  Martínez's  pamphlet  in 
conversation with short stories about Puerto Rican migrants by Claude McKay and Langston 
Hughes. 
By  analyzing  the  complex  and,  at  times,  contradictory  logic  of  texts  imagining  and 
attempting  to  provoke interethnic  political  collaborations,  my  paper  recovers  an  overlooked 
dialogue about interethnic alliance in the 1930s. More importantly, for the dissertation however, 
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this  chapter  shows how the  turn  to  affective  experience  in  Puerto  Rican,  West  Indian,  and 
African American migrant  texts relocates  the scale  of  affiliations from national  and kinship 
networks  to  local,  daily  experience  and  practices.  When  compared  to the  pan-ethnic 
consciousness and intra-ethnic solidarity imagined by Gráfico contributors and editors discussed 
in Chapter Two, the theories of interethnic alliance examined in this chapter center the migrant 
body as a potential site for generating collective formations outside of reproductive tropes. 
“An Essential Friendship”
Colón's call for Puerto Ricans to join hands with “fifteen million friends” foregrounds 
how friendship functioned as a trope for imaging a collaborative political relationships among 
Puerto Rican and African American migrants in New York. This section traces how African 
American  and  West  Indian  migrants  used  the  trope  of  friendship  to  theorize  and  image  a 
resolution to the tensions among African American migrants and Hispanophone and Anglophone 
Caribbean migrants in Harlem. While the conversation about friendship that I recover offers an 
overlooked historical dialogue, I am more interested in the political valences of the trope. This 
section asks:  What form of alliance does friendship name during the 1920s and 1930s? How 
does the articulation of friendship in Harlem print culture compare to the articulation of pan-
ethnic  and intraethnic  alliance  discussed in  Chapter  Two? To extent  do friendship tropes in 
Harlem print culture reveal a potentially transgressive theorization of migrant alliances?
My questions about the political implications of friendship in Harlem print culture grow 
out of the scholarly evaluation of friendship as a potentially radical paradigm. For example, 
Michel  Foucault  argues  that  friendship  has  the  potential  to  radically  shift  power  relations 
(Foucault  “Sex,  Power,  and  the  Politics  of  Identity”  170).  While  specifically  discussing 
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friendship among gay men in the 1970s, Foucault's analysis of the politics of friendship offers a 
useful framework for analyzing the political valences of the articulation of friendship in 1930s 
migrant  print  culture.  Friendship,  in  Foucault's  analysis,  has  the  potential  to  reorder  the 
distribution of power since it describes a relationship outside of institutionalized sex acts and 
paradigms of social organization (“Friendship as a Way of Life” 138). Foucault's analysis of 
friendship reflects his argument about the relationship between sexuality and modes of alliance. 
In The History of Sexuality Vol. 1., Foucault argues that the modern “deployment of sexuality,” 
the  shifting  structure  that  organizes  sex,  pleasure,  and  sensation,  has  not  replaced  “the 
deployment  of alliance,” the system of kinship rules organizing societies  (108).  Instead,  the 
production and proliferation of sexuality, Foucault explains, imbues alliances such as the family 
with “a new tactic of power” and ties both heterosexual acts and nonheteronormative sex acts to 
alliance  and  community  (History  of  Sexuality  108).  In  other  words,  all  sex  acts  are 
institutionalized and as a result are implicated in the production of power and management of the 
body. Unlike queer sex acts and heteronormative sex acts, friendship, in Foucault's analysis, has 
a disruptive potential since it  is a relationship that takes place within and outside of sexual, 
erotic,  and  romantic  relationships.  Citing  early  modern  portrayals  of  friendship,  Foucault 
explains that prior to being regulated, “friendship was a very important kind of social relation: a 
social relation within which people had a certain freedom, certain kind of choice (limited of 
course), as well as very intense emotional relations” (“Sex, Power, and the Politics of Identity” 
170). For Foucault, the shift from a celebration of friendship to the management of sexuality in 
the nineteenth century, suggests that friendship, as a social relation combining emotional, social 
and  potentially  sexual  relations,  signals  a  culture  and  ethics  or  a  “way  of  life”  and  as  a 
consequence has the potential to produce new forms of relationships not yet institutionalized 
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(“Friendship” 138). 
The turn to friendship as a form of interethnic solidarity in Colón's essay as well as the 
texts I will discuss in this section indicates that early twentieth century migrants found friendship 
to also signal a different political potential than modes of alliance such as kinship or pan-ethnic 
consciousness. While migrants' articulation of alliance through friendship tropes does not point 
to a concerted effort to challenge heteronormative frameworks of community in the manner that 
Foucault outlines, I argue that the friendship tropes in migrant print culture reveal a potentially 
transgressive theorization of migrant alliances. Unlike the generally amicable relations among 
Puerto Rican and Hispanophone migrants in East Harlem, the deployment of friendship as a 
mode of interracial alliance takes place in the context of the strained relationship among African 
American,  West  Indian and Puerto  Rican migrants  during  the 1920s and 1930s.  In  1922,  a 
number of African American periodicals published editorials and letters to the editor critical of 
Afro-Caribbean migrants.53 Irma Watkins-Owen cites the intersection of a national resurgence of 
nativism and the “scarce economic and political resources” available to African American and 
Afro-Caribbean residents in Harlem as the source of animosity among the groups (90). Tension 
persisted among migrants in Harlem during the 1920s to such a degree that the National Urban 
League's national magazine published a special issue of Opportunity dedicated to Caribbean and 
African American relations. Guest edited by Anglophone AfroCaribbean writer Eric Walrond, 
the November “Special Caribbean Issue” (1926) featured poetry by Claude McKay, a history of 
Cuban and Puerto Rican musical forms by Arturo A. Schomburg, a list  of “Prominent West 
Indians” in the United States and essays about the Virgin Islands and the Caribbean as a region. 
And like James Weldon Johnson's Black Manhattan the issue described Caribbean migrants as 
forming a community distinct from migrants arriving from the southern United States. The issue 
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uses “West Indian” and “Caribbean” interchangeably to describe migrants from not only the 
British West Indies but also Hispanophone and Francophone islands (153). Heather  Hathaway 
has noted that even though  Opportunity staff saw the issue as a way to decrease the tension 
between the groups, the majority of the essays retain skepticism and maintain a silence about 
improving African American and Caribbean relations (73, 75). Rather than offer a model for 
resolving  the  strained  relations,  the  Caribbean  issue  of  Opportunity served  to  revoice  the 
unresolved political and social points of contention.
Even though a political or social solution did not emerge in the magazine, I find that the 
November special issue illustrates how African American and Caribbean writers struggled to 
articulate the political and social contours of the relationship between migrants in Harlem. In 
particular,  contributors'  selective  mobilization  of  tropes  of  friendship  and  kinship  mark  the 
fluctuating relevance of Pan-African diasporic discourses to a range of migrants sharing physical 
and social space in Harlem. I review how friendship and kinship function as contested terms in 
Opportunity's November  1926  issue  in  order  to  highlight  how  migrant  cultural  workers 
considered local transnational alliances a potential way to address the binary logic of U.S. racial 
codes and U.S. imperialism. For contributors, theorizing and evaluating forms of affiliation able 
to  withstand economic and state  pressures  was crucial  not  only to  survival  but  also further 
elaborating the global black imaginary.
Early twentieth century intellectuals and writers described this vision of a global black 
imaginary and practices of black internationalism as a form of diaspora. Black diaspora, in its 
theorization by early twentieth century historians such as Arthur Arturo Schomburg, invoked the 
use  of  diaspora  in  Jewish  discourse  to  imagine  international  “racial  patriotism”  and  unity 
(Hoffnung-Garskof  21).  While  the  representation  of  African  Americans  and  AfroCaribbean 
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populations as part  of a greater community originating in Africa was central  to 1920s unity 
building  projects,  Brent  Edwards  has  shown  that  the  differences  among  Francophone  and 
Anglophone  articulations  of  diaspora  requires  greater  attention  to  the  various  ways  cultural 
workers imagined and sought to build a black international community. The transnational project 
of imagining and creating a global black network entailed moments of  décalage, or points of 
difference that “resist or escape translation” (Edwards 14). As a result, Edwards argues that we 
should approach black internationalist  projects in  the 1920s as  a  part  of  a  broader  political 
formation  offering  a  vision  of  international  alliance  and  unity  through  the  articulation  of 
difference (15).  Probing the function of difference in black internationalist  discourse further, 
Michelle Ann Stephens argues the articulation of diaspora and difference as a component of 
black international projects also relied heavily on patriarchal gender ideologies to  consolidate 
"the ideal of the sovereign state” (16). For Marcus Garvey, Cyril Briggs, Claude McKay and 
C.L.R. James, the production of black masculinity and self-determination not only coincided 
with articulating an early form of black nationalism to bind together various regions in  the 
world. Anglophone AfroCaribbean migrants in New York also sought to manifest nationalism 
through the formation of a global network of patriarchal states. The global aspirations of 1920-
1930s black internationalism and the focus on building a network of independent nation-states 
also  coalesced  with  the  rise  in  anticolonial  movements  arguing  for  national  and  regional 
sovereignty in Latin America, the Middle East and Asia. During the 1920s, Egyptian, Indian, 
Chinese and Korean nationalist leaders developed anticolonial platforms through international 
forums, creating what Erez Manela has described as the “Wilsonian moment” when the vision of 
self-determination outlined in  Woodrow Wilson's  “Fourteen Points”  (1918) became a global 
point of reference. And as David Luis-Brown has shown, the Harlem Renaissance and 1920s and 
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1930s Pan-African movements in the United States also coincided with and, at times, sustained 
collaboration with Mexican  indigenismo and Cuban negrismo movements focused on building 
an anti-imperial transnational community.
The international scope of the Opportunity issue reflects the crosscurrents of the global 
decolonial moment and black internationalist discourse by foregrounding the transnational reach 
of U.S. imperial power and its local effects on migrants to New York City. In particular, I read 
the “Special Caribbean Issue” as probing the practical implications of black internationalist calls 
for  solidarity  in  the  translocal  contact  zone  of  Harlem.   Focusing  on  the  overlapping 
international  and local state and economic forces on black social  formations in Harlem, the 
“Special Caribbean Issue” sought to address both the political and emotional state of relations 
among migrants from a range of regions in the Americas and Africa. In his introduction to the 
November issue,  Opportunity editor,  Charles  S.  Johnson urges  African  American readers  to 
build a friendship with Caribbean migrants in order to address the ways that U.S. racial codes 
placed the two groups in the same social position:
Of the same blood, and, in the United States of the same status with American born  
Negroes [Caribbean migrants] represent vastly different social and political backgrounds, 
even among themselves. It is inevitable that they should fail either to know or understand 
each other or to profit fully by the virtues of each other. And all the while, the single,  
inexorable  pressure  of  race,  ---with  a  characteristic  indifference  to  the  disaffections  
between elements of minorities of the same class, proceeds on the assumption that being 
alike, they are the same. (334) 
Beginning  with  an  invocation  of  reproductive  logic,  Johnson  switches  mid-sentence  to 
complicate a sense of perfect correspondence among African American and Caribbean residents 
of  Harlem.  Even  while  casting  affiliation  as  immediate  due  to  the  “same  blood,”  Johnson 
presents blackness as a homogenous category produced by U.S. racial binaries that obscures the 
“vastly  different  social  and  political  backgrounds”  of  Caribbean  migrants  and  African 
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Americans. Johnson contends that the state's “indifference” not only obscures migrants' unique 
histories  and  “virtues,”  but  also  serves  to  limit  the  political,  economic  and social  reach  of 
African American and Caribbean migrants to the point of rendering them as a the “same class.” 
Difference, in Johnson's analysis, exists prior to migration, but becomes more exaggerated as a 
result of state and economic pressure. Here Johnson indexes the specific frameworks of capital 
and the state which Caribbean migrants navigated in Harlem. Although political and economic 
opportunities were limited based on racial  protocols,  Caribbean migrants became known for 
building radical political organizations and navigating informal markets in the form of numbers 
running.54 In  this  context,  Johnson's  call  for  friendship  functions  as  a  cautious  solution  to 
perceived  material  and  political  differences  arising  out  of  differing  political  strategies  and 
engagements with capital. In his model, the two groups retain their distinctiveness while sharing 
motivation to create a form of affiliation mutually beneficial to surviving and undermining U.S. 
racial and class hierarchies produced through economic and state practices.
Johnson's transition from invoking genealogical kinship to marking how structural forces 
attempt  to  enforce  a  sense  of  homogeneity  becomes  more  pronounced  as  he  clarifies  his 
definition of difference.  He argues that  “disaffections between elements of minorities of the 
same  class”  undermines  a  fundamental  loyalty  among  AfroCaribbean  migrants  and  African 
Americans. More than historical difference, feelings of discontent and alienation distinguish the 
groups. Here Johnson collapses the legal and discursive realm of Jim Crow and racial binaries 
that bind the groups together with the emotional, embodied responses generated by the enforced 
spatial  and  social  proximity  of  Caribbean  migrants  and  African  Americans  in  Harlem.  By 
underscoring how the  legal  and social  realms shape  but  also obscure the mutually-enforced 
social distance between the two groups, he centers affective practices as the primary mode of 
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defining Harlem social formations. 
 Rather than appeal to notions of family loyalty or similarity based on “blood,” Johnson 
proposes friendship as a mode of affiliation to ameliorate the tension encouraged by state and 
economic practices.  Closing the essay,  he writes: “This issue aims at  an essential  friendship 
through our conviction that friendships usually follow the knowing of one's neighbors” (334). 
The  essay's  turn to  friendship and characterization of  migrants as neighbors  rather  than kin 
further underscores the circumstances generating contact. The exclusionary housing restrictions 
and limited economic options literally create neighbors out of the two groups. To address the 
close  proximity,  Johnson  argues  that  “knowing  one's  neighbors,”  a  calculated  mode  of 
engagement, has potential to reduce animosity.  Rather than invoking an organic affiliation that 
only  needs  encouragement,  he  suggests  that  Caribbean  and  African  Americans  must  first 
recognize  and  learn  about  each  other  in  order  to  negotiate  a  relationship.  As  neighbors, 
Caribbean  migrants  and  African  Americans  must  move  from  addressing  each  other  as  the 
strange Other to approaching each other as familiar friends. 
Johnson's  emphasis  on  friendship  offers  an  entry  into  the  practical  responses  to  the 
tension between West Indians and African Americans in Harlem. By turning away from kinship 
and emphasizing the affective dimensions of relations, he initiates a broader dialogue that revises 
the genealogical premise of transnational relations. Friendship, more than articulating kinship, 
requires a conscious effort to forge a relationship that previously did not exist. Ethlered Brown 
and Eugene Knickle Jones highlight this key difference in the issue's closing exchange, “West 
Indian-American  Relations.”  Citing  the  efforts  of  Opportunity staff,  Brown  calls  for 
reconciliation as the first step in developing affiliation: 
I believe the  West Indians of every class are now more than ever in the mood to get  
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together and work together with their  American brethren.  If  the Americans will  but  
remove the last lingering remains of misunderstanding, suspicion and jealousy, forget as 
much as possible the accident of geographical origin, and show more the spirit of the  
kindly host [...]” (355) 
While “brethren” describes a  filial  relationship,  Brown indicates that  collaboration will  only 
occur on the basis of the emotional state of Caribbean migrants and African Americans. If both 
parties are “in the mood” they will come to an understanding of shared interests. In this sense 
kinship occurs as a result of the affective state of the two groups. Yet even in the event that a 
filial sensibility or desire for affiliation emerges, Brown suggests that kinship discourse has its 
limits.  He  calls  for  African  Americans  to  develop  an  ethical  and  moral  commitment  that 
transcends kinship by extending hospitality to Caribbean migrants. Hospitality here indexes not 
only  the  spatial  dynamic  of  propinquity  in  Harlem  but  the  depth  of  a  perceived  cultural 
difference. Brown motivates  his  call  for  hospitality  by  welcoming  Caribbean  migrants  into 
Harlem as an ethical imperative given the conditions they encounter. For Brown, readers must 
recognize  that  cultural  practices  produced  through  and  in  response  to  economic  and  legal 
pressures override the “accident of geographical origin.” Even if the similarities in their situation 
does  not  render  Caribbean  migrants  as  familiar  to  African  Americans,  the  condition  of 
propinquity, for Brown, provides great incentive to extending hospitality to “strange” and new 
residents of Harlem. 
Brown's  analysis  attests  to  the  uneven  deployment  of  friendship  rather  than  kinship 
tropes  in  describing  and  reframing  migrant  relations.  Responding  to  Brown,  Eugene  Jones 
moves  to  reinsert  a genealogical  rationale  for  collaboration  against  the  racial  hierarchies 
perpetuated by imperialism. He explains:  “The American Negro and the West Indian Negroes 
are of one blood. They are similarly disadvantaged, being the weaker minority groups-- parts of 
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empires controlled by Europeans who are out of sympathy with or indifferent to the progress of 
the darker races.” (356) The invocation of “blood” or genealogical kinship in Jones's reply to 
Brown appears to contest friendship as the defining form of affiliation of migrants in Harlem. 
For  Jones,  kinship  provides  the  basis  for  understanding  and  group  action.  Yet  even  while 
suggesting both an intrinsic and structural  impetus for African American and AfroCaribbean 
relations, Jones echos Brown and Johnson by citing the affective dimensions of the dialogue 
prompted by the Opportunity issue. For Jones, the issue contributes to “cementing the good will 
between the Negroes of whatever place of birth and in helping them to unite in extending the 
hand of good fellowship to all other races of the world so that harmony may prevail in the search 
of man for truth and greater happiness” (356). Predicating unity on “good will,” Jones centers 
emotional  transactions in securing peace. He proposes that alliance must be created through the 
production  of  “good  will  and  “fellowship,”  both  relations  based  on  shared  sentiment  and 
political interest, rather than assumed on the basis of kinship. In this way, Jones proposes an 
international and local model of alliance that centers practices that supplement and supersede 
kinship networks. 
The  dialogue  among  Jones,  Brown,  and  Johnson  shows  that  contributors  linked 
affiliation, in the form of friendship, as a practice only arising out of a particular set of affective 
and emotional conditions. Following Jones, Brown, and Johnson's assessment, the practice of 
“good will” and “hospitality” require an emotional commitment to relationships with others. 
Two years following the publication of the “Special Caribbean Issue,”  New York Amsterdam 
News columnist William Pickens reinvigorated the analysis of alliance by arguing that solely an 
emotional commitment would not sustain collaboration. Pickens proposes that propositions for 
“co-operation”  and  “friendship”  among  Caribbean  migrants  and  African  Americans  require 
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greater refinement:    
The very conditional unity of various West Indian groups is in itself encouraging and  
offers evidence for what we are claiming in this editorial: That co-operation does not  
depend on common origin but upon community of interests [...] But when we think, we 
see clearly that it makes no difference in this Western Hemisphere who a Negro is, where 
he is from or where he aims to go, he will yet have the same cause of battle with all other 
Negroes in a given place. In all this western world therefore, Negroes are compatriots of 
one cause if not of one country […]  Group pride can exist without malice, without  
jealousy or envy or mean strife. (16)
Here Pickens mobilizes friendship as a trope in place of familial alliance. Using the example of 
collaboration  among  migrants  from Jamaica,  Barbados,  the  Virgin  Islands,  and Panama,  he 
redefines the political dimensions of friendship as a broader relationship built through shared 
struggle. Pickens invokes a “community of interests” to reorient the production of emotional 
bonds toward formal political action against racial hierarchies. Passing over “common origin” as 
the basis for community, he further develops the analysis provided by Johnson, Jones and Brown 
in the Opportunity issue. He figures Western state and economic forces as both disciplinary and 
productive.  Although  Western  processes  of  racialization  serve  to  enforce  segregation  and 
economic practices, Pickens indicates that they remain central to the production of a unified 
black social  formation.  As a  result,  cooperation and collaboration,  in  Pickens's  analysis,  are 
“conditional”  both  in  terms  of  responding  to  circumstances  and  creating  provisionary 
relationships. 
Pickens's call for coalition based on situational intimacy and shared interests redefines 
alliance to emphasize a political practice based on structural conditions. Yet as he outlines this 
relationship, he side-steps the question of cultural difference that Johnson attempts to diffuse in 
his suggestion of friendship as the mode of alliance. In fact, most contributors to the “Special 
Caribbean Issue” and later public exchanges do not discuss at length the potential for perceptions 
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of irreconcilable difference to undermine action based on shared circumstances. While absent in 
the theorization of coalition in Opportunity and other publications, the literary contributions to 
the  “Special  Caribbean  Issue,”  however,  mark  an  effort  to  theorize  how the  perception  of 
difference impacts alliance. In particular, Claude McKay's poem “My House,” featured in the 
Opportunity issue, probes the limits of disengaging from the social and ultimately traces a mode 
of intimacy that refigures the relationship among African American and Caribbean migrants as 
productively transgressive. “My House” indulges in a brief fantasy of autonomy only to illustrate 
that affective bonds are constitutive of any project to build alliance among migrants. 
 Heather  Hathaway's  study  of  the  McKay's  poetry  approaches  “My  House”  as  an 
exploration of the effects of displacement produced through migration. The speaker's emphasis 
on difference and his “strangeness” as he navigates social networks function as symptoms of 
dislocation.  Because of this sense of solitude and lack of belonging, Hathaway argues that the 
poem presents a sense of loss and alienation representative of McKay's other poems such as 
“Desolate” and “Tropics in New York” (Survey Graphic March 1925), and his autobiography A 
Long Way from Home (1937). “My House” is exemplary of McKay's efforts to “seek connection 
and  yet  resist  it  at  the  same  time”  (Hathaway  51).  Community,  in  Hathaway's  reading  of 
McKay's  poetry  and fiction,  appears  as  an  ideal  to  be  realized  through companionship  and 
solidarity. 
When read in  the context  of  the tropes of  friendship deployed by other  Opportunity 
contributors and later commentators, the social alienation and conflicting desires that Hathaway 
tracks in “My House” take on a more acute dimension. Placing the poem in the context of the 
Opportunity discussion, I find that McKay's poem serves as an extended analysis of the rubrics 
of difference and modalities of relationality among migrants. The poem invokes the materiality 
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of migrant landscapes through the substitution of “house” for the migrant body. But even more 
striking, the affective dimension takes precedence over the material landscape. In the first half of 
“My House,” the speaker explains:
For this peculiar tint that paints my house
Peculiar in an alien atmosphere,
Where other houses wear a kindred hue,
I have a stirring always very rare
And romance-making in my ardent blood, 
That channels through my body like a flood.
I know the dark delight of being strange, 
The penalty of difference in the crowd,
The loneliness of wisdom among fools,
Yet never have I felt but very proud,
Of living in my own peculiar cell. 
Though I have suffered agonies of hell. 
There is an exaltation of man's life, 
His hidden life, that he alone can feel.
The blended fires that heat his veins within,
Shaping his metals into finest steel, 
Are elements from his own native earth,
That the wise gods bestowed on him at birth.  (342)
The “peculiar” and “alien” mark material differences not apparent due to the external similarities 
among the speaker and those around him. Rather than produce overwhelming “loneliness” and 
agony, the singularity of the speaker and the contrast to the surrounding atmosphere ultimately 
provokes an erotically charged “delight,” pride and “exaltation.” It is this presentation of the 
migrant as a subject embedded in social networks that brings “My House” in conversation with 
the politics of alliance that Johnson engages. Relationality occurs in the poem on the basis of an 
affective intensity that emerges from uninhibited arousal and dislocation. The use of “kindred” 
marks both a material similarity and a shared sensibility that potentially produces a sense of 
belonging. However, even among visible likeness, the speaker feels that he continues to be “out 
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of place” and strange.  The speaker's sense of alienation regardless of his visual and sensual 
similarities to the other “houses” implies an estrangement from their normative facade. In this 
way,  McKay's  poem  privileges  the  perspective  of  the  “stranger”  to  call  into  question  the 
immediacy  of  community.  The  speaker  draws  attention  to  the  ways  U.S.  racial  binaries 
circumscribe  non-white  subjects  in  similar  ways,  but  explores  how  he  still  feels  “other” 
regardless of the social structures suggesting affinity. The common histories of exploitation that 
serve as the basis for Johnson's argument for recognition and potential alliance do not appear to 
influence  the  poem's  speaker.  Even though racial  and imperial  codes  structure  his  affective 
condition,  McKay presents the sense of commonality produced through a process of linking 
disparate histories of racialization and colonization as a superficial reading of the body.
While indicating an estrangement from other migrants, the doubleness of “peculiar” and 
“alien” in “My House” simultaneously invokes the constraints of heteronormative structures of 
sexuality  and  cultural  dislocation.  In  the  context  of  the  poem's  publication  in  the  “Special 
Caribbean Issue,” the erotic and sexual valences of speaker's pleasure in the “stirring always 
very  rare”  and  the  “romance-making”  are  compounded  by  the  repetition  of  “peculiar,” 
suggesting  that  the speaker's  dislocation  arises  out  of  a  performing  a  queer  transnational, 
Caribbean identity within Harlem, a space dominated by African American cultural production 
and a space targeted by state efforts to regulate the modes of affiliation and alliance. 
By emphasizing how he  feels strange, the speaker presents affect as structured by the 
discourses  of  belonging and shared experience invoked by  Opportunity contributors.  Yet  he 
heightens the sense of otherness that Johnson, Jones, Brown, and Pickens seek to dissipate in 
order  to  imagine  how the  individual  functions  in  social  relations.  As  the  poem provides  a 
commentary on the dissonance produced through normative constructions of affiliation, it also 
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presents the “peculiar” as more pleasurable than the normative. The first portion of “My House” 
links the “dark delight of being strange,” and “hidden life” to both sexual, transnational relations 
and, more importantly, to the individual.  The second half of the poem develops this turn away 
from affiliation by portraying a fantasy of limited, but pleasurable autonomy outside of social 
rubrics: 
Oh each man's mind contains an unknown realm
Walled in from other men however near
And unimagined in their highest flights 
Of comprehension or of vision clear;
A realm where he withdraws to contemplate,
Infinity and his own finite state. 
Thence he may sometimes catch a god-like glimpse
Of mysteries that seem beyond life's bar;
Thence he may hurl his little shaft at heaven
And bring down accidentally a star
And drink its foamy dust like sparkling wine
And echo accents of the laugh divine. 
Then he may fall into a drunken sleep 
And wake up in his same house painted blue
Or white or green or red or brown or black
His house, his own, whatever be the hue. 
But things for him will not be what they seem
To average men since he 'has dreamt his dream'! (342)
Further reflecting on the “hidden life” obscured in social interaction, the speaker revels in self-
possession rather than recognition or acknowledgement. The poem presents somatic as well as 
intellectual experience as exceeding social rubrics as well as representation. This autonomy and 
act of withdrawal, however, remains abstract and ultimately unsustainable. The ecstasy of the 
“god-like  glimpse”  facilitated  by  self-reflection  does  not  have  a  material  manifestation. 
Regardless of the autonomy and agency the speaker may experience, he has not escaped his 
body or the social terrain he traverses. “Average men” will read and categorize his body even if 
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“things for him will not be what they seem.” The speaker is autonomous yet embedded within 
social networks.
McKay's poem ultimately manifests the tension present in the theorization of alliance in 
the Opportunity special issue. Contributors, like McKay's speaker, fluctuate between embracing 
a  diasporic  genealogy  and  emphasizing  a  form  of  political  alliance  grounded  in  situational 
intimacy.  Similar  to  the  speaker's  turn  inward,  the  essays  seek  to  undermine  feelings  of 
dislocation by providing a history to ground self-awareness. Yet their simultaneous mobilization 
of a logic of friendship retains a sense of estrangement that undermines familial inclusiveness. In 
this way, the magazine's deployment of friendship and kinship as tropes and modes of affiliation 
pivots on the degree to which contributors privilege difference or commonality. McKay's poem 
intervenes in this debate by suggesting that visible correspondence does not represent internal 
similarities. Rather a common perspective or even the literal and abstract cohabitation of bodies 
bearing similar markers of difference offers a productive axis of affiliation. Suggestive of both 
erotic and intellectual encounters, the poem suggests that relationality outside of kinship has the 
potential  to  produce  a  broader  range  of  alliances  that  contest  both  the  state  and  imperial 
management of racialized subjects.
When read in the context of the essays by Johnson, Brown, Jones, and Pickens, McKay's 
theorization of disaffiliation and contact foregrounds to even a greater extent how articulating 
and  producing  community  among  black  subjects  in  the  U.S.  was  a  contested  and  ongoing 
project. The poem's vision of intimacy joins the “Special Caribbean Issue” essays in imagining 
how  contact  among  disparate  subjects  functions  within  and  outside  of  rubrics  of  kinship, 
histories of migration, and local social hierarchies. By proposing “friendship” and intimacy as 
both tropes and models of migrant relationships, Opportunity shows how developing alliance in 
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Harlem pivoted on migrants' analyses of emotional and affective state and capability of African 
American  and  AfroCaribbean  migrants.  The  essays  and  poem  suggest  that  sentiment,  the 
recognition of shared experience, and contact among bodies are necessary to producing formal 
political coalitions and personal alliances. In this way, the texts by Johnson, Brown, Pickens, 
Jones and McKay suggest that the political structure of affect as well as the intimacies produced 
in contact zones are crucial to not only to a global vision of solidarity, but also reimagining 
relations within  Harlem. “The Special  Caribbean Issue”  shows how affect  as  a  category of 
analysis was crucial to imagining and theorizing coalitions able to address the local and global 
systems of  oppression.  And,  more  importantly,  the magazine  issue  illustrates  how migrants' 
articulation of friendship, as an emotional bond as well as situational practice, expanded the 
terrain of  anti-imperial and interethnic struggle to include non-reproductive modes of alliance.
Harlem Unbound: The Tragedy of the Puerto Ricans and the Colored Americans
The exchanges among Puerto Rican and African American migrants in the 1920s-1930s 
built on a history of transnational and local encounters in the nineteenth century. In the 1880s, 
Cuban and Puerto Rican intellectuals such as José Martí, Francisco Gonzalo “Pachín” Marin, 
and Arturo A. Schomburg gathered in New York City to build support for liberating Cuba from 
Spanish colonial rule.55 Following U.S. expansionism in 1898, Puerto Rican migration to New 
York increased due to a combination of U.S. colonial  policies, job shortages and decreasing 
wages  in  Caribbean  agricultural  production  (Sánchez  Korrol  17-28).  During  the  1920s  and 
1930s, the destination of Hispanophone migrants to New York shifted from lower Manhattan 
and Brooklyn to east Harlem, building what has long been known as El Barrio.
With the growth of  El Barrio  in the 1920s and 1930s, Harlem became an even more 
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prominent  crossroads  for  local  and  international  cultural  movements.  Puerto  Rican  cultural 
producers in east Harlem engaged in dialogues about the relationships between Puerto Rican 
migrants,  island  residents  and  U.S.  colonial  practices  in  a  growing  number  of  newspapers, 
literary magazines,  and theatre  productions.  Adjacent to the burgeoning cultural  scene in  El 
Barrio in the 1920s and 1930s, central Harlem was a growing site of black cultural production 
and new political movements. In addition to African American and Caribbean writers and visual 
artists aspiring to define and depict “the New Negro,” radical Anglophone Caribbean migrants 
promoting  pan-Africanism  participated  in  an  international  discussion  concerning  the  global 
impact of U.S. racial discourses and U.S. imperialism.56 
While the geographic proximity of African American, West Indian, and Puerto Rican 
migrants in Harlem prompted daily encounters, tensions among the groups frustrated political 
and social collaborations. In 1935, however, political collaboration among migrant groups took 
on  greater  importance  due  to  the  March  19  uprising  in  central  Harlem.  The  1935  Harlem 
uprising is important not only as an event exposing the stresses of uneven racial and economic 
power dynamics in the 1930s, but  also for its influence on Puerto Rican migrants' articulation of 
new frameworks for interethnic coalition building.
By  most  accounts,  the  March  19,  1935  uprising  in  Harlem  was  prompted  by  the 
apprehension of a sixteen year old Afro-Puerto Rican teenager, Lino Rivera, for shoplifting at a 
Kress Five and Ten store.  Upon hearing the storeowner threaten to  beat  Rivera,  an African 
American woman called for help in defending the teenager. A  crowd gathered outside of the 
Kress store and by evening a crowd numbering in the thousands had smashed Harlem store 
windows and repurposed goods from Fifth Ave to Eighth Ave along 125th street.
The 1930s black press, as well as later scholarship on 1930s Harlem social formations, 
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identified the uprising as not just a reaction to police brutality against black Harlem residents, 
but, more broadly, an expression of Harlem residents'  frustration with economic exploitation 
during  the  1930s.57 The  complex  nature  of  the  uprising,  however,  did  not  appear  in  the 
Hispanophone press reporting on the event.  La Prensa, the largest Spanish newspaper in New 
York, published a number of photographs of the riot and interviewed Lino Rivera, his mother, 
and  Hispanophone  store  owners.  Consistently  representing  Rivera  as  innocent,  La  Prensa 
articles and editorials used the event to demarcate the social and cultural boundaries of Harlem. 
La Prensa cast the riot as an event resulting from misrecognition, both literal and cultural. Not 
only did the newspaper charge the woman who alerted bystanders with misreading Rivera as 
black, but  La Prensa argued that  the “unique” issues and practices of Hispanophone culture 
distinguished  Puerto  Rican  and  Hispanophone  migrants  from African  Americans  and  West 
Indians.
At the same time that the uprising made visible the instability of the exploitative social 
system, the political structures of New York were in flux. Since the mid-nineteenth century, the 
Irish political machine in New York, known as Tammany Hall, dominated East Harlem politics. 
With the election of Republican Fiorello La Guardia as New York City mayor on the Fusion 
ticket in 1934, a number of ethnic and political organizations began to challenge Tammany Hall 
Democrats  (Thomas  80).  The  Fusion  Party—a  coalition  of  Republican,  Democratic  Party 
reformers, and socialists—signaled a shift in the political status quo. The success of the Fusion 
Party encouraged the development of reformist district campaigns in Harlem that coalesced in 
the 1937 election of Oscar Garcia Rivera to the New York State Assembly. Garcia Rivera was 
the first Puerto Rican to be elected to office in the continental United States. 
While  the  Harlem uprising  and  the  changing  political  landscape  of  Harlem generated 
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coverage in the Anglophone and Hispanophone press, few Puerto Rican, African American, or 
West Indian writers outlined a framework for collaboration among the groups. In the next few 
pages,  I  focus  on  a  rare  discussion  of  interethnic  coalition  following  the  uprising,  Frank 
Martínez's  pamphlet  The  Tragedy  of  the  Puerto  Ricans  and the  Colored Americans (1935). 
While Frank Martínez's relationship with the Harlem uprising and his exact role in  El Barrio 
politics are difficult to trace, archival photographs of social and political functions in El Barrio 
during the 1930s-1940s depict Frank Martínez next to Oscar Garcia Rivera and other notable El 
Barrio politicians.58 Martínez's self-published pamphlet, The Tragedy of the Puerto Ricans and 
the Colored Americans (subsequently referred to as The Tragedy), more explicitly links him to 
the shifting political landscape of El Barrio and Harlem. The pamphlet includes two short essays 
concerning Puerto Rican and African American relations by Martínez, detailed analyses of New 
York City electoral politics, portions of the Declaration of Independence, and portraits of men 
and women active in Puerto Rican and African American political organizations in the United 
States.
I  read  Martínez's  short  essays  and  the  cover  graphic  as  texts  elaborating  a  practical 
framework for  alliance. Primarily,  the  pamphlet  advances  electoral  politics  as  the  arena  for 
challenging the political order of the city. Yet the pamphlet also intervenes in the conversation 
about  alliance  in  Harlem by centering  daily  experience  in  the  process  of  formal  institution 
building. Martinez's pamphlet situates the problem of alliance in the affective and emotional 
practices of Harlem residents and calls for an affective recalibration in order to reorganize local 
power differentials and produce productive coalitions.  By articulating a vision of interethnic 
alliance that traces affective and emotional affinities of Puerto Ricans and African Americans, 
Martínez's  pamphlet,  in  particular  the  cover  graphic,  sets  the  feeling  body at  the  center  of 
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coalition building, minimizing institutional and social boundaries of nation, race, and language. 
The  Tragedy  of  the  Puerto  Ricans  and  the  Colored  Americans,  I  argue,  makes  visible  the 
multiscalar complexity of coalition building. The pamphlet and graphic, as I will show, suggests 
that  the  body serves as  a  resource  for  realizing self-determination and full  enfranchisement 
within national and global political formations.
The interplay between feeling and political structures in Martínez's vision of an African 
American  and Puerto  Rican  alliance  emerges  in  his  portrayal  of  the  1935 rebellion.  In  his 
introductory  essay,  Martínez  casts  the uprising  as  both  an  event  disrupting  the  “smooth 
functioning of the political  machine” and a manifestation of undirected power waiting to be 
harnessed  (8).  Martínez's  hopeful  portrayal  of  the  rebellion,  however,  contrasts  his  broader 
critique of Puerto Rican and African American political formations as “feeble efforts” marred by 
the  combination  of  “ignorance”  and  “indifference”  (46).  Citing  the consistent  support  for 
Tammany Hall-sponsored Irish and Jewish politicians at the polls by the few Puerto Rican and 
African American voters,  the text  elaborates that  the “ignorance” and “indifference” among 
Puerto Rican and African American migrants arises out of migrants'  shallow analysis of the 
psychological effects of racialization. The essay argues: “If we are discriminated and looked at 
with contempt at our supposed inferiority and are treated with scornful indifference, we have 
only our own indifference to blame. It  hurts to think that  we have tolerated this outrageous 
regime” (46). While Martínez's analysis casts racialization as a hegemonic process encouraging 
passivity,  the text  nonetheless characterizes discrimination and unequal  power relations as a 
problem  linked  to  Puerto  Rican  and  African  American  subjects'  daily  practices.  The  text 
implicates the two groups' practices of tolerance and “indifference” in upholding the “regime” or 
racial hierarchy.  While tolerance suggests an ethical sensibility, it also describes the ability to 
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manage pain and sensation. Likewise, indifference indicates the inverse or absence of emotional 
engagement  and a  non-aggressive state  of  accepting the status quo. By citing tolerance and 
“indifference” as the actions (or in Martínez's analysis, inaction) performed by Puerto Rican and 
African American migrants, The Tragedy centers the emotional and affective registers of migrant 
experience. Martínez's text suggests that the affective and socially-structured emotional reactions 
to the uneven distribution of power undermines both political engagement and self-respect. 
As  the  pamphlet  casts  migrants'  emotional  disengagement  as  compounding migrants' 
marginalization,  it  illustrates  how Martínez's  articulation  of  alliance  relies  on  a  sentimental 
rhetorical  strategy.  The  pamphlet  portrays  events  such  as  the  March  1935  as  “a  glaring 
illustration  of  the  intolerable  conditions  under  which  we  live,  the  discrimination  practiced 
against us, and the persecution which we are subjected to,” but also as the catalyst for moving 
Martínez  from  indifference  to  an  emotional  state  (20).  Martinez  consistently  describes  his 
motivation for the pamphlet as the “hurt” he experiences in witnessing the political and social 
disenfranchisement of Harlem residents. Yet, rather than focus on the uprising itself, Martínez's 
text indicates that reader, more than the uprising, has contributed to the “hurt” that Martínez 
experiences.  The  reader,  Martínez  explains,  has  shown  that  s/he  is  “too  politically  inert, 
ignominiously  indifferent,  feeble,  and  politically  ignorant  to  eliminate  these  deplorable  and 
unbearable  conditions  from our  district”  (11).  Given  that  the  pamphlet  explicitly  addresses 
Puerto  Rican and African  American  residents  of  the  17th Assembly  District,  the  pamphlet's 
characterization of Harlem residents seems to intended to trigger a heightened sense of guilt and, 
like  Martínez,  “hurt”  among  readers  about  low participation  in  city  politics.  By  portraying 
political practice in Harlem as a symptom of an inadequate value system and poor self-esteem, 
the  pamphlet  assumes  that  readers  will  recognize  themselves  in  its  descriptions  and  feel 
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compelled to address the pain they have caused by performing the role of the active political 
subject idealized in The Tragedy's schema. 
The pamphlet's description of Martínez's hurt and its interpellation of readers as failed 
political subjects projects a politics of shame.59  While the pamphlet implies that Martínez's pain 
and “hurt”  names a  psychological  reaction,  the  repetition of  the  phrase  at  times appears  to 
describe a sensation arising from daily experience within a city organized by social hierarchies. 
Martinez reiterates his emotional and, perhaps, affective condition throughout the pamphlet, as if 
to model how his reader should react to the indifference he identifies among Puerto Ricans and 
African Americans. The pamphlet suggests that readers will recognize their own frustration and 
sensations in Martínez's example. If we read the pamphlet's repetition of Martínez's “hurt” as a 
call  for  readers  to  recognize  their  own pain  and  embarrassment,  the  text's  portrayal  of  his 
personal affective and emotional response to the uprising and the politically inactive residents 
projects shame as a collectively accessible feeling crossing the social and spatial boundaries 
among African American and Puerto Rican migrants. Through its description and repurposing of 
shame, the pamphlet illustrates how the migrant body, in its affective and emotional dimensions, 
can operate as a scalar unit for projecting and producing affinities across cultural difference.  
As  the  pamphlet  attempts  to  activate  readers  through  shame,  Martínez's  text 
simultaneously  suggests  that  emotion  and affect  can  function  as  psychological  and material 
resources for creating new political formations. To combat discrimination and gain power within 
state structures, the text contends that both groups must harness their affective potential beyond 
feeling and performing a localized, self-respect. From Martinez's perspective, Puerto Ricans and 
African Americans are two “races” who are “exceedingly emotional, excitable beings, easily 
moved sentimentally, especially when their patriotic feelings are aroused” (28). His call for the 
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two  groups  to  redirect  and act  on  sentiment  characterizes  “civic  solidarity”  as  not  only  an 
expression of feeling for one another, but also an engagement with state practices. By refocusing 
their emotional energy through voting, Harlem residents would transform the nation-state and 
gain  respect  and  recognition.  Martinez  predicts  that  an  affective  recalibration  eliminating 
indifference among the two groups would create “an alert, vigilant civic spirit of solidarity; hate, 
prejudice, pride and personal ambition should be discarded as they do not belong in a fight for 
our own social, economic and political betterment” in both Harlem and at the national level (46). 
Solidarity,  for  Martinez,  requires  a  shared  sensibility  grounding  collaboration  and  making 
possible “political emancipation” for Puerto Ricans and African Americans on multiple axes of 
power (7).
Through Martínez's sentimental appeals to the reader as well his essays' characterization 
of the two groups as holding an untapped reservoir of feeling, The Tragedy presents emotion as 
an important resource for challenging the political status quo. Yet it is important to note that 
Martínez's  portrayal  of  Puerto  Rican and  African  American  migrants  casts  sentiment  as  an 
essential  characteristic  of  the  two groups.  The  pamphlet's  description  of  Puerto  Ricans  and 
African  Americans  as  “exceedingly  emotional,  excitable  beings”  frames  the  two  groups  as 
inherently subject to immediate, and perhaps unreflective, emotion (28).  The Tragedy does not 
distinguish physical sensations from culturally mediated feelings, implying that Puerto Ricans 
and African Americans are 'naturally' affective and emotional. While this characterization echos 
essentialist racial definitions, the pamphlet suggests that a strategic use of affect and emotion can 
realign institutional and inter-group power dynamics. By presenting feelings as both rhetorical 
and material, Martínez's essays can be read as resignifying a category, often understood as a 
liability, sign of “inferiority” or solely a mode of persuasion, to challenge the uneven distribution 
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of power in the city. As the pamphlet figures the affective practices of Puerto Rican and African 
American voters as uniquely “excessive,” it re-presents the body and corporeal dimensions of 
daily experience as a resource for forming alliances to challenge the distribution of power in the 
city.  The  Tragedy parallels  conventional  modes  of  sentimental  politics  in  its  emphasis  on 
emotional  identification,  but  also  points  to  a  more  radical  reconfiguration  of  affective 
engagement  and  practice.  Through  its  characterization  of  migrants'  bodies  and  emotional 
interpellation, the pamphlet maps a form of alliance built on the recalibration and utilization of 
affective affinities and collective feeling. 
The Scale of Puerto Rican and African American Alliances
 While Martínez's text centers the body in his portrayal of affect as a potential resource for 
building political power, the cover graphic of The Tragedy shows that more than the immediate 
emotional register of Puerto Rican and African American relations is at stake in locating the 
body as a site of alliance.  The pamphlet  cover,  attributed to unknown artist  Valdez Cadilla, 
features an image depicting  two bare-chested men chained together. Large black birds circle 
above the men and the New York skyline looms on the horizon. With large block typography 
announcing the pamphlet title, “the Tragedy of the Puerto Ricans and the Colored Americans,” 
the page draws a direct parallel between the conditions of Puerto Ricans, African Americans and 
the “tragedy” of Prometheus. The standard plot of the Greek myth casts Prometheus as a god 
who gave humans access to knowledge such as the arts of writing, mathematics, agriculture, 
medicine, and science. Of all  of these gifts, the knowledge of fire provoked Zeus to punish 
Prometheus by binding him to a rock and commanding eagles to daily consume a portion of his 
liver. In the myth, Prometheus is figured as a hero and benefactor unjustly bound by Zeus.   
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By depicting Puerto Rican and African American men bound together to suffer the same 
fate as Prometheus, the image suggests that Puerto Ricans and African Americans have come 
under the disciplining purview of U.S. political brokers, in particular Tammany Hall, due to their 
capability  to  redistribute  and reorganize  power.  As  Martínez's  essays  indicate,  the  “political 
racketeers” in Harlem, like Zeus, maintain their position by threatening those who may be able 
to undermine their  authority. Although the chains of “discrimination” keep Harlem residents 
“under a despotic and outrageous rule,” Martínez's essays emphasize that Puerto Ricans and 
African Americans hold the capacity to break the material and ideological status quo (20). The 
essays in  The Tragedy propose a  focused political  campaign to  challenge New York power 
relations and it is in the context of the pamphlet's articulation of this political project that the 
graphic inserts a multiplicity of political meanings, broadening the framework for interethnic 
unity.  
Although Martínez's essays do not project affinities among African American and Puerto 
Rican  migrants  based  on  historical  legacies,  the  graphic  produces  linkages  between  the 
continental, regional and national terrains of slavery. The chains that encircle the two bodies in 
the graphic collapse national and hemispheric scales as well as temporal distinctions. Although 
the  graphic  reinforces  an  essentialist  logic  of  racial  legibility  by  using  different  shades  to 
emphasize the men's racial  status,  the representation of a Puerto Rican man and an African 
American man bound together by chains connects the history of slavery in the national scope of 
the United States to the histories of slavery and colonialism in the Caribbean region, visually 
elaborating the transatlantic and transnational circuits of slavery.60 The image also encourages a 
consideration  of  the  relationship  between  the  post-Reconstruction  suppression  of  self-
determination of African Americans in the United States with Puerto Ricans' experiences under 
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Spanish  and  U.S.  colonialism.  The  chain  symbolically  emphasizes  material  and  discursive 
continuities of racially-coded, economic and imperial processes of dehumanization across the 
Americas,  implying  that  the  power  structures  impacting  interethnic  relations  operate  across 
scales and temporal distinctions.
At  the  same  time  that  the  chain  invokes  the  multi-sited  histories  of  trans-Atalantic 
slavery,  it  also  activates  early  twentieth  century  tropes  of  dispossession  and  oppression 
associated with urban landscapes. The chain mirrors how the industrial labor system and racial 
codes impacted the ways of being and social organization of African American and Puerto Rican 
workers.  The combination of racially coded work and the spatial  organization of New York 
along racial and economic lines has historically restricted, like the chain, the social movements 
and economic  mobility  of  African  Americans  and Puerto  Ricans  in  the  city.  When read  as 
invoking the social  and physical  boundaries of New York City,  the chain suggests affinities 
among African American and Puerto Rican experiences of exploitation within an ideologically-
organized urban space. 
As the visual image of the chained bodies puts into conversation the distinct histories and 
locations  of  racial  violence  and  dispossession,  the  graphic  broadens  the  political  scope  of 
Martínez's project. It suggests that alliances can be built by shifting between the vantage point of 
the body, the transatlantic scale of slavery, to the national frame of electoral politics. The chains 
encircling  the  two  bodies  present  the  experiences  of  African  American  and  Puerto  Rican 
migrants as intersecting historical formations, drawing a new cartography for collaboration.
Despite  the  ways  that  the  chain  functions  as  a  visual  metaphor  for  the  overlapping 
legacies and structures impacting African Americans and Puerto Ricans in Harlem, the valences 
generated by the depiction of the two figures' bodies in the graphic offers an ambivalent critique 
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of the normative social scripts infusing the exploitative power dynamics. Serving as the focal 
point of the graphic, the men's muscular forms, to an extent, complement Martínez's argument 
that the body drives political intervention. In the pamphlet's second essay, Martínez proposes 
that a redistribution of power will only occur through “the united impulse of a decided people” 
to gain self-representation (48). In the essay, Martínez suggests that the chains of oppression are 
reinforced by the Puerto Rican and African American population of Harlem who are complicit in 
their oppression. Considering Martinez's argument in relation to the graphic, the muscular build 
of the men suggests that they have the physical capacity to break the chains if they let “impulse” 
for self-determination supersede their rationalization of inequality. 
This reading of the graphic, however, equates a particular body configuration with power, 
limiting political subjectivity to an able-bodied working-class masculine subject. The muscular 
build of the figures casts the effects of factory and dock labor on workers' bodies as defining 
their potential power and normalizes an able-bodied configuration of the masculine body. It also 
gender-codes labor and Puerto Rican and African American political subjectivity by figuring 
working class, able-bodied masculinity as the site where New York power hierarchies become 
most visible. The image presents working class, able-bodied masculinity as representative of the 
“tragedy” of “self-determination” and alliance discussed at length by Martínez in the pamphlet. 
By privileging this particular stylization of masculinity rather than other gender stylizations, the 
men's bowed heads and chained hands indicate a concern that the chains restrict not only self-
determination,  but  Puerto  Rican  and  African  American  virility.  Yet  the  image  also  figures 
working class, able-bodied masculinity and the close proximity of the men as a potential source 
of power. Like the political alliances imagined and outlined by Martínez, the image suggest that 
the state  and restrictive racial,  national,  and class hierarchies create  intimacies and affinities 
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among men that can be then used to challenge the unequal distribution of power. The image 
suggests that breaking the chains that thwart the full expression of working class, able-bodied 
masculinity  can  be  achieved  through  alliances  outside  of  reproductive  and  heteronormative 
kinship. In this way, the graphic figures African American and Puerto Rican working class, able-
bodied masculinities as restricted by the socio-economic social organization of the city, but also 
suggests that  a particular gendered,  classed,  and ableist  constellation of the body outside of 
reproductive  kinship  holds  the  capacity  for  breaking  the  chains  of  exploitation  that  cross 
multiple scales. 
While the graphic encourages a reading of the figures as expressing conventional racial, 
gender, class, and ability tropes, it is also possible to pursue a less ableist reading of the graphic. 
The build of the figures can indicate a corporeal  false consciousness that  idealizes the able-
bodied  working  class  masculinity  interpellated  by  industrial  capitalism.  In  this  reading,  the 
portrayal  of  Puerto Rican and African American masculinities  as linked to  a  working class 
aesthetic points to historical, hegemonic discourses that have characterized Puerto Rican and 
African  American  bodies  as  biologically  predisposed  for  agricultural  and  industrial  work. 
Considering the circulation of discourses casting racialized and gendered class distinctions as the 
'natural' expression of particular bodies' capacity for labor, the chain restraining the two men can 
signal the limits of challenging self-determination based on normative ableist scripts of the body.
The multiplicity of  meanings generated by the graphic's  depiction of  the bound men 
shows  how the  body  served  as  a  site  for  remapping  Puerto  Rican  and  African  American 
relations.  Placing  Puerto  Rican  and  African  American  bodies  spatially  and  ideologically  in 
relation to each other despite differing histories of racialization and exploitation, the graphic 
projects points of historical intersection and material affinities between Puerto Rican and African 
166
American  social  formations  in  Harlem.  The  representation  of  the  two  men  restructures  the 
imaginative landscape  of  Puerto Rican and African American relations in  order  to  motivate 
alliance,  calling  for  a  re-assessment  of  the  terms  of  interethnic  relations  and  the  political 
potential of the body as a frame of reference for generating solidarity.
Yet the graphic also makes clear that reordering the landscape of interethnic relations 
does  not  necessarily  produce  an  expansive  category  of  political  subjectivity.  The  visual 
representation of the two figures circulates a vision of the ideal collaborative subject as able-
bodied  and  embodying  a  conventional  form  of  working  class  masculinity.  The  graphic 
effectively  projects  alliance  as  a  homosocial  and  patriarchal  practice  among  able-bodied 
subjects, making visible how even alternative political frameworks can reinforce hierarchies of 
power.
 Even as The Tragedy highlights how the practice of interethnic alliance remains illusory 
due to the pervasive influence of hegemonic social hierarchies, the pamphlet plots an approach 
to collaboration that might challenge these exploitative power dynamics. The cover graphic and 
Martínez's essays suggest that self-conscious, affective recalibrations and shifts in vantage point 
can  provoke  the  formation  of  a  political  collective  able  to  challenge  the  spatialized  racial, 
gender,  class,  and able-bodied hierarchies supporting the unequal  and uneven distribution of 
power. The critical reordering of the racialized landscape and the theory of alliance outlined in 
The  Tragedy  of  the  Puerto  Ricans  and  Colored  Americans points  to  the  limitations  and 
possibilities of grounding alliance through the corporeal frameworks. The attempts to reorder 
racial,  ethnic and class hierarchies in the three texts illustrate how normative conceptions of 
gender,  corporeal  capacity,  and able-bodiedness  re-inscribe  power  differentials.  At  the  same 
time, however, representations of interethnic relations in Martínez's also suggest that affect and 
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the strategic reordering of space through scalar practices are crucial for re-imagining interethnic 
relations and contesting social inequality. Yet perhaps it is the tension created by the uneven 
process of reorganizing social relations that makes early twentieth century Latina/o print culture 
an important  site  for thinking through the dynamics of  interethnic relations.  Theorizing and 
testing practices of solidarity that cross social boundaries seems more pressing given the long 
struggle to imagine and provoke political formations to challenge the exploitative and violent 
structures of power in the United States.
Unlikely Alliances in Harlem: “The Prince of Porto Rico” and “Spanish Blood
Coincident  with  portrayal  of  affinities  among  Puerto  Rican  and  African  American 
migrants  in  the  graphic  introducing  The  Tragedy  of  the  Puerto  Ricans  and  the  Colored 
Americans,  Jamaican writer  Claude  McKay and  African  American  writer  Langston  Hughes 
published short stories figuring Puerto Rican characters as familiar participants in the Harlem 
landscape.  In  this  section,  I  trace  how “The  Prince  of  Porto  Rico”  (1932)  by  McKay  and 
“Spanish Blood” (1935) by Hughes serve as intertexts with the graphic in  The Tragedy of the  
Puerto Ricans and the Colored Americans. The stories echo the graphic in The Tragedy of the 
Puerto Ricans and Colored Americans by centering masculinity  as  a  site  of  affinity  among 
African American, West Indian, and Puerto Rican social formations. In my reading, I show how 
the stories' representation of Harlem gender protocols and sexual practices rely on a logic of 
alliance that projects gendered and sexual affiliations across racial and cultural difference. 
 Published in his short story collection Gingertown (1932), McKay's “The Prince of Porto 
Rico”  follows the  exploits  of  Manuel,  a  young  Puerto  Rican  barber  nicknamed  the  Prince. 
McKay introduces the Prince through a  discussion of the economic  and social  relationships 
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among Hispanophone Caribbean Harlem residents and African Americans. The Prince works 
with other Cuban and Puerto Rican barbers in Harlem who “have the best of the business” (31). 
Cuban and Puerto Rican barbers not only have “more attractive” shops, but the narrator relates 
that they are “popular, being expert at making a friendly fuss over their patrons” and exhibit an 
“external charm of manner characteristic of the people of their dominant stock” (32). Presenting 
Cuban and Puerto Rican barbers as concerned with grooming and aesthetics, the narrator marks 
Hispanophone Caribbean difference as both cultural and potentially biological. Not only does 
the Prince's aristocratic name indicate that he is more sophisticated than his African American 
clients,  but  the  narrator  presents  the  Cuban  and  Puerto  Rican  barbers'  “external  charm”  as 
derived from “the  people  of  their  dominant  stock.”  By linking  cultural  performance  to  the 
histories  of  reproduction  in  Puerto  Rico  and  Cuba,  McKay  rehearses  biological  determinist 
notions of cultural difference while also placing emphasis on the performances that produce such 
distinctions. 
The majority of the short story reconfirms both aspects of this definition of difference by 
depicting the Prince's romantic relationships as defined by his exoticism and performance of 
masculinity. Following the introduction of the Prince at his barber shop, the story moves to his 
affair with Tillie, the Virginian wife of a West Indian porter who seeks entertainment while her 
husband works at night. Tillie and the Prince meet at  a local buffet flat  in Harlem. Tillie is 
fascinated with the Prince to the point of hiding her marriage and pursues him explaining:
“Oh, you don't  know these heah common nigger men from the South,” cried Tillie,  
energetically. “They ain't proud and proper like you Cubans. They're just ornery niggers
—our mens. Like rats in the canebrake.” The Prince flashed his teeth without comment. 
He had heard that  kind  of  talk  before.  Women  running  down  men  of  their  own  
nationality because they were in love with a foreigner. Still, he loved the lovely creatures 
the more because of their illogical enthusiasms that kept the world crazy all the time... 
(41-42)
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The exchange between Tillie and the Prince serves to reinforce the gender politics of the story 
while providing a critical analysis of the intersection of exoticism and desire. Tillie's misreading 
of the Prince as Cuban compounds her oversimplified definitions of the modes of masculinity 
practiced  by  Hispanophone  Caribbean  migrants  and  African  American  migrants.  Tillie's 
evaluation  of  Cuban  and  Puerto  Rican  men  as  expressing  pride  and  propriety  rather  than 
appearing  stubborn  or  ill-tempered  pivots  on  her  distinction  between  familiar  and  exotic 
masculinity. While her use of “common” also has a class dimension in her comparison to the 
“proper” behavior she associates with the Prince, Tillie clarifies that she has pursued the Prince 
primarily because she reads him as practicing a form of masculinity previously inaccessible. The 
Prince's reaction to her statement functions as both a chauvinist evaluation of Tillie's reasoning 
and  a  critique  of  the  tendency  to  homogenize  migrants.  His  silence  and  critical  internal 
monologue casts her analytical ability as both inherently inhibited by gender and her desire for 
him.   
Tillie's exchange with the Prince verges on a satiric portrayal of Harlem residents. For 
even as the Prince's reaction encourages a critical evaluation of Tillie as a composite of a naïve 
woman, the story reinforces the Orientalist inflection of Tillie's distinction between the Prince 
and African American migrants. The narrator presents the Prince as performing the exaggerated 
sensuality and sartorial expertise associated with the Latin Lover stereotype developed in 1910s-
1920s film.61 The narrator confirms that  when compared to African American residents “the 
Negroid Latins are the among the smartest men of the Belt” (42). Not only do Hispanophone 
Caribbean migrants  demonstrate  aesthetic  sophistication,  but  instead  of  gambling  the  Prince 
spends “his  leisure moments  among men,  telling stories  and drinking wine”  (42,  38).  As a 
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character introduced as representative of Hispanophone Caribbean migrants, particularly Puerto 
Rican,  migrants,  the  Prince's  aesthetic  and  social  practices  serve  to  define  Hispanophone 
Caribbean  masculinity  as  distinct  in  comparison  to  African  American  and  West  Indian 
masculinity.
While  the  character  development  of  the  Prince  calls  into  question  Tillie's  fantasy  of 
Hispanophone Caribbean masculinity and sexuality, the trajectory of the story ultimately renders 
the Prince as the more naïve participant in the relationship. Throughout the story, the Prince 
affects a suave indifference that Tillie finds both intriguing and frustrating. In response to Tillie's 
request that Prince stand up for her against a jealous lover, he replies “Oh, I love a lot [...] I love 
the girls. I love the boys. I love to love, but I never did let love make a fool of me. Love is easy” 
(40).  The  Prince's  declaration  that  he  enjoys  a  range  of  partners  without  effort  or  pursuit 
contributes to Tillie's reading of him as sexually sophisticated. Rather than disrupting Tillie's 
desire or the story's representation of modes of alliance, as A. B. Schwarz points out, the Prince's 
disregard  of  the  heterosexual-homosexual  binary  appears  as  desirable  and  a  practice  to  be 
emulated given his well-respected status in the community (171).  By offering the Prince as 
practicing an enviable form of masculinity, same-sex desire and homosociality appear as regular 
components of Harlem social formations.
While suggesting regularity and commonality, however, the Prince's practices also serve 
to reinforce rubrics of cultural difference. The Prince's caution and past romantic success do not 
prevent Uriah's violent response to the Prince's affair with Tillie. Following a tip provided by 
Hank, Tillie's previous lover, Uriah returns home to find Tillie and the Prince in his apartment. 
After beating and disfiguring Tillie, he chases the Prince and kills him with a shot in the back. In 
the narrative's portrayal, neither character remains valorized or able to escape the disciplinary 
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reach of heteropatriarchal protocols. The story only encourages readers to have sympathy for the 
Prince on the basis of Tillie's misrepresentation of her marital status to the Prince. When Uriah 
appears  at  the  apartment,  the  narrator  describes  the  Prince  as  genuinely  surprised  since  he 
believed that Tillie was a widow. As Tillie explains earlier in the story, she does not tell the 
Prince about her husband for fear that “he might have moral scruples” and “if he should know 
about her husband, he may just cool down on her” (46). The Prince's inglorious death, shot in the 
back while running in pajamas, does not appear as a moral resolution to cuckoldry. Rather the 
narrator and plot sequence presents Uriah's actions as representative of differing cultural forms 
of masculinity and the limits of alliance. Uriah polices his wife's transgression of monogamy to 
reclaim both patriarchal authority and respectability. His immediate, unreflective action contrasts 
the relaxed sensibility  practiced by the Prince and proposes a binary of  hard,  rational  West 
Indian masculinity and Hispanophone Caribbean sensual masculinity. This contrast, however, 
does not extend to an overt condemnation of the Prince's sexual practices. Instead, the narrator 
presents the conflict  between Uriah and the Prince as a disruption of homosocial  solidarity. 
Hank's move to inform Uriah exhibits more of a concern for Uriah and a desire for revenge 
against Tillie. Uriah kills the Prince in order to maintain protocols of friendship and alliance 
among men. 
If we were to read representation of male alliance in “The Prince of Porto Rico” through 
Eve Sedgwick's analysis of erotic triangles, the tension between the Prince, Uriah, and Hank 
manifests the management of erotic desire among men. Sedgwick proposes that the emergence 
of  homophobia  and  regulation  of  male  relations  produced  an  internal  contradiction  within 
patriarchy. Although the maintenance of a male-dominated society relies on bonds among men, 
homosocial intimacy became a site of regulation as theories of sexuality developed. To meet 
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heteronormative protocols, representations of desire and emotion among men became transferred 
through the pursuit of a woman as a common love object. As a result, "the bond between the 
rivals is even a stronger determinant of their actions than anything in the bond between either of 
the  lovers  and the  beloved" (Sedgwick 21).  Maintaining the homosocial  structure  of  power 
without breaking heteronormative codes, men direct desire towards the beloved even as they 
exhibit more concern about the other men pursuing or allied with the woman. 
The actions of Uriah, the Prince, and Hank speak to the importance of homosocial bonds 
in the power dynamics of the story, but the Prince's death at the end of the story also raises a 
number of questions about the limits of social modes of affinity. Although the narrator presents 
the Prince's description of his sexual relationships with men as matter of fact and Uriah's pursuit 
of the Prince as a jealous action, to what extent does the Prince's death signal a condemnation of 
the Prince's performance of masculinity and the range of his sexual relationships? Or does the 
Prince's death indicate McKay's critique of migrants' investment in normative performances of 
masculinity?  Whether  we  read  the  story  as  modeling  or  exposing the  more  general  violent 
management of nonnormative sexuality and gender performances, the Prince's death reframes 
the narrative as a story concerned about the social maintenance and policing of sexual protocols 
in addition to patriarchal alliances.
If the Prince's death points to the ways that the management of masculinity also extends 
to  disciplining  queer  sexuality,  the  narrative's  portrayal  of  Tillie  indicates  that  non-martial 
heterosexual femininity is also subject to punishment. The representation of Tillie at the center 
of  the  erotic  triangle  among  the  Prince,  Uriah,  and  Hank  both  fulfills  and  diverges  from 
Sedgwick's analysis. Desire and alliance between the men pass through Tillie. Their evaluations 
of each other are presented in relation to her, but their concerns are primarily directed at the 
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social recognition and participation within a homosocial community. However, Tillie does not 
ultimately serve the interests of the rivals. Instead she initiates the various love triangles and it is 
her inability to manage the emotions of the men that catalyzes the conflict. She forestalls the 
fantasy of homosocial amity while also transgressing marriage protocols. Presenting the violence 
Tillie  experiences in the final  paragraphs as fitting her actions,  the story normalizes Uriah's 
actions. The narrator recounts: 
[Uriah] saw Tillie, little creature of vanity, studying her frightened features in the mirror 
of her dresser. Uriah gripped Tillie by the neck and banged her head into the mirror. The 
mirror shivered splinters into Tillie's face [...] He lifted his foot to stamp on her bloody 
face— but he checked himself. (53)
Casting her as a “little creature of vanity,” the narrator presents her facial wounds as the rational 
outcome of her self-absorption. Although she survives as a result of Uriah's pursuit of the Prince, 
her disfigurement and subsequent abandonment reinforces the patriarchal logic of alliance even 
as she legitimizes, through her desire, the various forms of masculinity presented in the story. 
Tillie is both necessary and superfluous to reinforcing homosociality and a heterosexual logic. 
She  functions  as  a  mediator  between  African  American,  West  Indian,  and  Hispanophone 
Caribbean men and makes visible how alliance based on patriarchal and heterosexual norms 
excludes other gender and sexual practices.
 As  a  result,  Tillie,  rather  than  the  Prince  and  his  rivals,  functions  as  the  most 
transgressive figure in the story. As the story regularizes the violence against Tillie, it indicates 
that women's extramarital desire threatens both normative protocols and homosocial bonds. Yet 
the  disciplining  of  Tillie's  desire  also  coincides  with  the  story's  critique  of  exoticism  and 
xenophilia.  Tillie's  relationship  with  the  Prince  rests  on  her  desire  for  the  Caribbean Other 
through her emphasis on the Prince's performance of masculinity as exotic and more desirable. 
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Uriah  punishes  Tillie  with  physical  violence  for  pursing  the  Prince  and  the  Prince  silently 
critiques Tillie for “running down men of [her] own nationality because [she was] in love with a 
foreigner” (42). The violence her husband directs at her appears as an amplified version of the 
Prince's skepticism towards her and as a repercussion of idealizing difference to the point of 
disregarding patriarchal  norms.  The  story  legitimatizes  cultural  difference  as  a  rubric  when 
representing various forms of masculinity as commonplace, but circumscribes women's desire 
for  cultural  difference.  The  narrative  and  the  characters'  reactions  to  Tillie  figure  women's 
sexuality and desire as in need of management. Due to its representation of women's desire as 
exceeding  heteropatriarchal  protocols,  I  read  the  story  as  ultimately  sketching the  limits  of 
alliance  among  urban  social  formations  produced  through  the  convergence  of  imperial  and 
domestic  forms of  state  and economic regulation.  “The Prince  of  Porto Rico”  suggests that 
affiliation among migrants can occur through homosocial bonds that transcend difference, but 
the introduction of women's heterosexual desire and xenophila disrupts heteropatriarchal ideals 
of alliance in  ways similar  to  the Prince's  sexual  relationships with men.  By presenting the 
antagonism between the Prince and Tillie's husband as the product of “unregulated” desire, the 
story  intervenes  in  attempts  to  theorize  and  produce  affiliation  among  Harlem migrants  by 
projecting homosocial solidarity as taking precedence over both queer and heterosexual desire.
Reading  “The  Prince  of  Porto  Rico”  in  terms  of  Tillie's  migration  narrative,  then, 
highlights  how  social  frameworks  organized  by  economic  conditions  and  gender  protocols 
produce rubrics of desire that transgress patriarchal forms. Tillie's story calls into question the 
extent to which the affinities portrayed in the story and even the cover graphic of The Tragedy of  
the Puerto Ricans and Colored Americans offer another mode of affiliation. The story exposes 
how the maintenance of marriage protocols ultimately serves patriarchal interests and serves as a 
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mode  of  reinforcing  sexual/gender  hierarchies.  Variations  within  masculinity  appear  as 
acceptable,  but  queer  desire  and  women's  desire  appear  in  the  narrative  as  transgressive 
practices. In this way, the “Prince of Porto Rico” exhibits the limits of homosocial as well as 
heteropatriarchal social formations in addressing the power dynamics of an urban borderland. 
However  in  exploring  the  limits  of  friendship,  homosocial  alliance  and  heteronormative 
protocols, the story does not offer a potential solution or alternative form of social relations. 
Uriah merely leaves after beating Tillie and killing the Prince. As he walks away, the problem of 
how to produce alliance within Harlem remains unresolved.
If McKay's story shows the importance of gender and sexuality in African American and 
Caribbean  relations,  Langston  Hughes'  portrayal  of  Puerto  Rican  and  African  American 
relationships in his short  story “Spanish Blood” (1934)  center  how  gender performance and 
desire function in relation to the processes of racialization and class hierarchies operating in 
Harlem. I  read Hughes's  story as seeking to  address the limits McKay identifies  as well  as 
refashioning the types of affinities among Puerto Rican and African Americans portrayed in 
cover graphic of The Tragedy of the Puerto Ricans and Colored Americans. Originally published 
in  Metropolis magazine, “Spanish Blood” was later republished in  Stag  in 1937 and Hughes's 
short  story  collection Laughing to  Keep from Crying (1952).  The story follows the  Harlem 
exploits of Valerio Guiterrez, the “young Negro” son of a Puerto Rican sailor and an African 
American woman from Virginia, Hattie (Jones) Guiterrez. With light skin and dark hair, Valerio 
becomes very popular at an early age and later works as a rhumba dancer at a Harlem nightclub. 
Hoping to build off Valerio's career, his friend Sonny creates a private after hours club where 
Valerio dances for white patrons and entertainers. As their club becomes more popular, white 
racketeers take notice and send in a police raid to break up the business. Following the raid, 
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Valerio decides to leave New York with Concha, his Cuban rhumba dance partner to perform in 
Brazil. 
As a short story with one of the first AfroNuyorican characters, “Spanish Blood” is a 
departure from Hughes's work during this period. Rather than focusing on African American 
migrants in Chicago and New York, it  intersects more with Hughes's poetry and essays that 
explicitly  engage  black  internationalist  discourse.  For  example,  his  poem “Brothers”  (1924) 
seeks to refigure black migrants from the Caribbean and Africa as participants in a global black 
family.  Hughes's articulation of black internationalism, however, appears to have focused on 
West Indian migrants in the United States and black cultural work abroad. With the exception of 
his  correspondence  with  Afro-Puerto  Rican  bibliophile  Arturo  A.  Schomburg,  Hughes' 
interaction with Hispanophone Caribbean migrants and culture  was limited to collaborations 
with writers in Cuba and Mexico during the 1920s and 1930s.62    
In contrast to “Brothers” and his exchanges with Cuban and Mexican writers, “Spanish 
Blood” replaces celebratory filial tropes with a focus on the politics of racial identification and 
how kinship complicates the process of affiliation among Puerto Ricans and African Americans. 
As the child of a Puerto Rican sailer and a Harlem laundress originally from Virginia, Valerio 
serves as a figure traversing the cultural and political divides between migrants to el Barrio (East 
Harlem) and Harlem. Living in el Barrio with his mother, he is supported by an adoring Chilean 
woman and later a Spanish widow and a doctor's wife. Concerned that he does not work, Hattie 
decides to move from el Barrio to central Harlem “where some real colored people is” who can 
set an example for Valerio (original emphasis 375). Hattie's distinction between East and Central 
Harlem pivots on a politics of respectability coupled with intraracial  tension. Evelyn Brooks 
Higginbotham identifies respectability as a discursive strategy deployed in 1920s black women's 
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movements to intervene in both the self-representation and broader social construction of black 
women.  With  the  dual  purpose  of  refuting  heteropatriarchial  white  supremacist  logic  and 
offering a model of self-worth, black women focused on conduct and morals to claim respect 
and  facilitate  “racial  uplift”  (Higginbotham 194-195).  Hattie's  argument  voices  a  desire  for 
social recognition among other black women interested in self-improvement, but also voices 
skepticism about Valerio's sexual and gender practices. By framing Central Harlem as a location 
where he will find a “decent example” to follow, Hattie casts Valerio as sexually uninhibited and 
practicing a form of masculinity outside the normative parameters espoused in discourses of 
uplift and respectability. Here “Spanish Blood” echoes McKay's “The Prince of Porto Rico” by 
distinguishing Puerto Rican masculinity from African American gender practices. Similar to the 
Prince,  Valerio  performs  a  suave  disinterest  in  romantic  relationships  that  only  serves  to 
encourage women. Although he appears to be only involved with women unlike the Prince, he 
still  oversteps gender and sexual  protocols through the excessive desire he provokes among 
bystanders and neighbors. Not only does he perform an “exotic” masculinity in a similar manner 
to the Prince, but the way he dances and moves appears “innocently-unexpurgated, happy, funny, 
but beautiful, too—like a gay, sweet longing for something that might be had, some time, maybe, 
some place or other” (377). To the women and nightclub audience he becomes the manifestation 
of both their erotic fantasies about the racialized other and particularly Caribbean sexuality. He 
appears both sophisticated and primitive. Hattie's appeal to move to Harlem, then, functions as 
an attempt to reform Valerio and, by extension,  gain recognition among the community she 
identifies as her true peers. 
Hattie's emphasis on Valerio's performance of an excessive masculinity casts Valerio as 
distinct from African American migrants in Harlem. Yet the exchange between Valerio and his 
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mother complicates the exotic frame by also underscoring Valerio's affiliation to both African 
American and Puerto Rican migrants through kinship. Although Hattie and the narrator present 
Valerio as visually and ideologically different, the story presents his kinship ties with Hattie as 
potentially  facilitating collaboration  among  African  Americans  and  Puerto  Ricans.  Valerio's 
response to Hattie's desire for respectability based on recognition by her peers in central Harlem 
places him in between the two social landscapes even as he tries to claim a Latin American 
identity. As Valerio comments, his mother's pursuit of respectability offers a competing concept 
of race and kinship to the cultural codes of el Barrio:
“Aw, ma, why didn't you ever learn Spanish and stop talking like a spook?" 
"Don't  you spook me,  you young hound,  you!  I  won't  stand it.  Just  because you're  
straight-haired and yellow and got that foreign blood in you, don't you spook me. I'm 
your mother and I won't stand for it. You hear me?" 
"Yes, m'am. But you know what I mean. I mean stop talking like most colored folks-just 
because you're not white you don't have to get back in a corner and stay there. Can't we 
live nowhere else but way up in Harlem, for instance? Down here in l06th Street, white 
and colored families live in the same house- Spanish-speaking families, some white and 
some black. What do you want to move further up in Harlem for, where everybody's all 
black? Lots of my friends down here are Spanish and Italian, and we get along swell.” 
(376)
Although  he  tries  to  offer  a  more  positive  view of  el  Barrio,  Valerio's  critique  of  Hattie's 
response  reconfirms  Hattie's  outsider  status  and  discomfort.  His  response  merges  linguistic 
difference with racial categories to project a politics of respectability valuing cosmopolitan and 
interethnic relationships. Valerio characterizes Spanish language practices as sidestepping U.S. 
forms of racialization and encouraging cross-racial affiliations. In his account, the transnational 
communities  on  the  outskirts  of  central  Harlem do  not  practice  self-segregation  or  have  to 
negotiate the same housing restrictions southern black migrants experience. Ultimately Valerio 
frames Anglophone black culture  as  deficient  regardless  of  the  legal  and social  barriers his 
mother  negotiates.  Respectability  and  cultural  value,  for  Valerio,  entails  an  internationalist 
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perspective rather than the strategies developed by black southern migrants to negotiate U.S. 
social hierarchies. In this way he reconfirms Hattie's initial characterization of  el Barrio and 
central Harlem as separated by cultural difference while also reframing her discussion within 
broader cultural and political networks.
Although  Valerio  celebrates  Harlem's  function  as  a  contact  zone,  “Spanish  Blood” 
ultimately  exposes  the  structural  limits  to  self-determination.  Hattie's  critical  analysis  of 
Valerio's idealistic portrayal of harmony in el Barrio sets the tone for the rest of the story. While 
underscoring  a  nativist  element  to  her  character,  she  invokes  parental  authority  to  offer  an 
analysis of the relationship between reproduction and racial status:
“That's just why I'm gonna move. I can't keep track of you, runnin' around with a fast  
foreign crowd, all mixed up with every what-cha-ma-call-it, lettin' all shades o' women 
give you money. Besides, no matter where you move, or what language you speak, you're 
still colored less'n your skin is white." 
"Well, I won't be," said Valerio. ''I'm American, Latin-American." 
"Huh!" said his mama. "It's just by luck that you even got good hair." 
"What's that got to do with being American?" 
"A mighty lot;' said his mama, "in America.”  (376)
Rather than confirm Valerio's rationale for staying in East Harlem, the exchange articulates the 
primary tension motivating the short  story.  Valerio's  appeal  to  a  Latin American identity  as 
escaping U.S. racial hierarchies appears naïve and disrespectful. Besides Hattie's clarification 
that  U.S.  racial  schemas  function  as  a  white/colored  dichotomy,  she  presents  his  ability  to 
traverse social spaces as only accessible due to his “luck” of having straight hair and “foreign 
blood.” Her retort that his appearance has other implications “in America” reframes Valerio's 
appeal to a hemispheric definition of America to the local social dimensions of Harlem. This 
shift between addressing America in terms of New York and the Americas further underscores 
the story's efforts to foreground the hemispheric impact of U.S. racial hierarchies. The exchange 
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tries  to  make  visible  the  transnational  structure  of  racial  schemas  while  also  reasserting 
reproductive genealogy as the defining feature of community. 
 Hattie's authoritative last words in the exchange articulate the overarching logic of the 
short story: alliance is necessary in a white supremacist state, but can only occur through the 
recognition of  historical  relationships.  Valerio's  attempts  to  claim a Latin American identity 
outside of U.S. racial codes proves to be dangerous. Although he navigates both el Barrio and 
Harlem with relative ease,  Valerio cannot  escape from the state and extralegal  violence that 
occurs when he disregards U.S. racial codes. During the height of his popularity at the Harlem 
nightclub and private apartment parties, he begins dating a white woman who happens to be the 
mistress of a mob boss. Soon police and gangsters threaten and raid the private apartment where 
Valerio and Sonny entertain wealthy white patrons. The raid ultimately supports Hattie's analysis 
of how the state reads Valerio. During the raid the police beat Valerio the same as the other black 
men  in  the  apartment.  The  narrator  emphasizes  that  after  they  attack  the  men,  the  police 
“arrested all the colored fellows (and no whites)” (380). Valerio suffers the same violence as the 
African American men in the apartment and acquires a permanent scar across his face. Because 
of its corporeal nature, the scar functions as a marker of the state's violent policing of bodies and 
maintenance of racial boundaries. And in a broader sense it visibly links Valerio to the African 
American community in Harlem. Valerio may be able to pass as “foreign” and thus outside of 
the state's purview, but the scar serves as a visible trace of how state reads his relation to his 
mother as evidence of his racial status. Even if he appears “foreign,” the narrative emphasizes 
that  the  state  will  still  interpellate  him  within  the  non-white  category  within  U.S.  racial 
hierarchies.  The  white/colored  dichotomy  that  he  dismisses  ultimately  determines  Valerio's 
experience  regardless  of  the  localized  variations  within  Harlem  or  competing  hemispheric 
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rubrics.  The story suggests that, regardless of the ways Valerio reframes migrant experience in 
the United States, the state's investment in managing bodies and behaviors through scripts of 
race,  gender,  and sexuality  requires  African  Americans  and Puerto  Ricans  to  collaborate  in 
response.
“Spanish Blood” concludes with Valerio's decision to migrate to Brazil in order to leave 
behind U.S. racial hierarchies. After returning to his mother who reminds him that she kept her 
job at the laundry just in case his luck ran out, Valerio announces he will begin dancing again 
and will travel to perform at a club in Rio de Janeiro with Concha, his Cuban dance partner. 
Incredulous that Concha will pay for his ticket, his mother exclaims “"I might a-knowed it! 
We're weak that way. [...] The Lord knows you're just like your father--and I took care o' him for 
ten years. I reckon it's that Spanish blood” (381). Hattie does not trouble Valerio for leaving for 
Brazil.  Rather  it's  Valerio's  dependence  on  Concha  that  prompts  Hattie's  reaction.  Hattie's 
citation of Valerio's “Spanish blood” as the determining factor in his ability to secure financial 
support  from women underscores  the  genealogical  logic  of  the  story  while  also  presenting 
gender and sexual practices as superseding difference. Although Concha is a Cuban migrant, 
Hattie suggests that she has more in common with Concha than Valerio. Unlike Valerio, whose 
“Spanish blood” makes him irresistible and allows him opportunities not available to other men, 
Hattie  indicates  that  heteropatriarchial  gender  practices  render  her  past  actions  similar  to 
Concha's  relationship  with  Valerio.  Concha's  desire  is  an  echo of  Hattie's  relationship  with 
Valerio's father. Through this comparison, Hattie figures desire and gender as transcending the 
rubric cultural difference she establishes early in the story.   
 The coupling of genealogy, desire and gender in the concluding paragraphs brings the 
story  full  circle.  Valerio  enters  the  narrative  as  a  character  defined by the  racial  categories 
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assigned  to  and  embraced  by  his  parents.  However,  the  story  repeatedly  underscores  the 
disconnect between U.S. racial codes, histories of reproduction, and identification. In Hattie's 
response to Valerio's plans to travel to Brazil, genealogy reappears as determining behavior and 
defining potential affiliations. 
While  “Spanish Blood” concludes without thoroughly disrupting the heteropatriarchal 
status quo, Hattie's comments do introduce a mode of cross-cultural engagement not addressed 
by The Tragedy of the Puerto Rican and the Colored American pamphlet or “The Prince of Porto 
Rico.” Hattie foregoes advocating a juridical form of friendship and instead proposes a politics 
of love that places women of color at the center of her analysis. The shift from the first person 
singular,  “I  might  a-knowed  it,”  to  the  third  person  plural,  “We're  weak  that  way,”  in  her 
response to Valerio's announcement claims both understanding and desire/emotion for the two 
women.  While the political force of this move is compromised to some degree by the story's 
portrayal of Hattie as mobilizing exoticism and primitivism, the inflection of her response to 
Valerio's intent to travel to Brazil with Concha suggests that she empathizes with Concha to such 
a degree that her shared emotion undermines her previous arguments concerning the relative 
value and difference of Puerto Rican and African American social groups. Her identification 
with Concha suggests that Hattie's desire and attachment to Valerio's father superseded the social 
rubrics  she  maintains  later  in  life.  This  combination  of  desire  and commitment  exhibits  an 
ethical and moral dimension of love even if Hattie does not explicitly name her relationship with 
Valerio's  father  in  these  terms.  The  story  proposes  that  affiliation  through love,  even when 
structured  by  ideologies  of  difference,  holds  promise  for  building  political  community  that 
traverses  cultural  and  geographic  borders.  Grounding  affiliation  in  a  form  of  love  directed 
through heteropatriachal  channels  certainly limits  the radical  potential  of  alliance.  However, 
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Hattie's self-identification with Concha's emotional/erotic attachment to the point of financial 
commitment  to  Valerio  briefly  destabilizes  the  social  protocols  she  espouses throughout  the 
story. To a degree, her character introduces what Chela Sandoval describes as the transformative 
effect of love: 
The language of love can puncture through the everyday narratives that tie us to social 
time and space, to the descriptions, recitals, and plots that dull and order our senses  
insofar as such social narratives are tied to the law. The act of falling in love can thus 
function as a 'punctum,' that which breaks through social narratives to permit a bleeding, 
meanings unanchored and moving away from their traditional moorings [...] (140)
Reading  the  conclusion  of  “Spanish  Blood”  through  Sandoval,  Hattie  identifies  Concha's 
financial  support  for  Valerio  as  a  recognizable,  but  transgressive  affective  response.  Her 
response suggests that affinity and emotion have the potential to disrupt or transcend certain 
social rubrics such as cultural difference. While not as radical as Sandoval's theorization of love 
“as a  technology of  social  transformation” produced through “postmodern” women of  color 
feminism, “Spanish Blood” gestures toward the transgressive potential of love. Concha's actions 
and Hattie's love for Valerio's  father—as well  as Valerio—models a practice of alliance that 
allows for both affinity and difference. It is in this way that “Spanish Blood” gestures toward a 
theory of affiliation that elaborates an affective dimension of coalition. 
While Hattie's appeal to genealogy and gender codes in the closing paragraphs appears to 
undermine the transgressive potential of the story, her analysis centers somatic experience to 
such a degree that kinship and normative gender practices do not retain their explanatory power. 
Even if we are to read Valerio's body as a manifestation of kinship ties, Hattie's memories of her 
relations with Valerio's father and the desire she attributes to Concha suggests that desire is a 
component that supersedes social codes in the production of alliance. However, this mode of 
somatic practice does not appear pre-discursive. Rather, in the story cultural scripts produce and 
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channel desire even as it  exceeds normative tropes.  The story frames the women's desire as 
structured  by  exoticism  and  primitivism  that  in  turn  operate  through  the  assemblage  of 
stereotypes about race, class, gender, and sexuality. As a result of this characterization, Hattie 
and Concha appear as both unable to manage their desire for Puerto Rican gender performances 
in terms of social protocols and able to transcend these codes through love. 
Reading  “Spanish Blood” as participating in a dialogue with “The Prince of Porto Rico” and 
the graphic from The Tragedy of the Puerto Rican and the Colored American underscores how 
heteropatriarchal protocols structure the articulation of alliance and coalition in 1920s and 1930s 
Harlem print culture. In comparison to the broader dialogue about the politics of alliance, the 
graphic, “The Prince of Porto Rico” and “Spanish Blood” initiate a reconsideration of how the 
theorization of coalition and alliance engaged not only the somatic dimension of relationships 
and processes of racialization, but also gender and sexuality. In the graphic and in the resolution 
of both stories, the maintenance of the gender and sexual status quo limits the political horizons 
of alliance. However, as “Spanish Blood” illustrates, even within a text that imagines African 
American, AfroCuban and Puerto Rican relations through a heteropatriarchal script, the feelings 
produced through intimate contact and desire have the potential to produce alliances able to 
transcend  difference.  “Spanish  Blood”  also  foreshadows  why  later  political  and  social 
formations  such as  women  of  color  feminism sought  to  re-theorize  friendship  and redefine 
alliance. To fully realize self-determination and full enfranchisement, theories and practices of 
coalition must address the affective conditions of alliance and how gender and sexuality operate 
in tandem with class and race to form the very social configurations alliances seek to transform.
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PART II: San Francisco Migrant Culture
CHAPTER FIVE
The Limits of Latinidad in the “Metropolis of the West” 
In 1916, San Francisco weekly La Crónica published a short story titled “Avénturas de 
un  Mazatleco.”  Attributed  to  Miguel  Strogoff (a  pseudonym  based  on  Jules  Verne's  novel 
Michael Strogoff), the story provides a humorous narrative about the arrival of a migrant from 
Mazatlán,  Mexico  to  San Francisco.  While  following popular  conventions  for  depicting the 
naiveté  of  migrants  navigating  a  new  urban  environment,  “Avénturas  de  un  Mazatleco” 
culminates  in  an  episode  outlining  the  stakes  of  migrant  national  identifications  in  San 
Francisco:
Vagaba yo al acaso cuando en el crucero de la calle Folsom encontré un grupo de cuatro 
muchachas paradas en la esquina, tres de ellas morenas, ojo negros, que con seguridad no 
eran gringas como parecia serlo la cuarta.  Las pollitas morenas podian ser egipcias,  
judías, italianas, portorriqueñas, pero pude notar que una llevaba un manojo de hojas para 
envolver tamales, de lo que deduje que eran compatriotas mias. (2) 
[I  was  wandering/roaming  in  the  crossroads/crosswalk  of  Folsom  Street  and  I  
encountered a group of four young women walking in the street, three of them were dark 
haired, black eyes, that surely were not gringas like the fourth. The dark haired chicks 
could be Egyptians, Jews, Italians, Puerto Ricans, but I noticed that one carried a bunch 
of leaves to wrap tamales, from this I deduced that they were my fellow countrymen.] 
Following his reading of their features and the leaves they carry, he asks the women where to 
find a Mexican grocery. The women stare at him without responding until the blonde woman “la 
gringa” gives  him directions  in  Spanish.  When he  explains  that  he  thought  the  dark haired 
women were Mexican, the woman responds that they are Spanish, but “no hablan mexicano” [do 
not speak Mexican] (Stroghoff 2).  
Stroghoff's  reading of  the  women's  bodies  as  indications of  their  nationality  and the 
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women's refusal to identify themselves as Mexican functions as more than a tongue-in-cheek 
portrayal of the travails of a recent migrant. His description of the dark haired women as “no 
eran gringas/not gringas” codes their bodies in terms of belonging/not belonging. In Strogoff's 
portrayal, the dark haired women may belong to a range of racialized migrant communities in 
San Francisco, but they are ultimately outsiders within the Anglo San Francisco community. 
Stroghoff's list of potential nationalities—Egyptians, Jews, Italians, and Puerto Ricans—
indexes  how San  Francisco  functioned  as  a  site  where  a  number  of  different  migrant  and 
indigenous  groups  converged  in  the  early  twentieth  century.  Since  the  era  of  Spanish 
colonialism, San Francisco, the “Metropolis of the West,” operated as the financial and cultural 
center  of  California.  Following  U.S.  expansionism  in  the  nineteenth  century,  railroad 
construction  and  the  growth  of  the  cannery  and  agricultural  industry,  Chinese,  Japanese, 
Portuguese, Puerto Rican and Filipino workers traveled to and from San Francisco and other 
points along the West Coast and Hawaii. During this period, San Francisco also functioned as an 
economic  and  educational  center  for  Californio,  Mexican,  South  American  and  Central 
American  elites.  Later  during  the  1910s,  the  long-established  Californio  and  Mexican 
communities grew with a sizable influx of elite Mexican nationals displaced by the Mexican 
Revolution and Mexican workers recruited for labor in cannery factories and nearby California 
farms. Concurrent with Mexican migrations, Central American and South American migration to 
the Bay Area increased due to U.S. military and economic interventions in Nicaragua as well as 
educational prospects and factory work in canneries.63 
Yet given the convergence of migrants, especially Hispanophone migrants, what does the 
women's response of “no hablan mexicano” [we do not speak mexican] mean? Whether the 
women's response indicates that they are Californios, second generation Mexican Americans, 
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recent Mexican migrants, or indeed Spanish, their refusal to be interpellated as Mexican troubles 
the  production  of  a  coherent  Mexican imaginary  and practice  of  national  identification  and 
affiliation. As the scene closes, the narrator suggests that the women's response associates them 
with a set of Mexican migrants in San Francisco who refrain from identifying as Mexican in 
order  to  pass  as  Spanish.  He  explains  to  the  reader  that  it  is  common  among  “ciertas 
compatriotas mías residentes” [certain fellow countrymen] in San Francisco to refuse to speak 
Spanish  as  if  it  were  “deshonroso,  vergonzoso  y  denigrante”  [dishonorable,  shameful  and 
degrading] (Stroghoff 15). The narrator reads the women's response as a strategic negotiation of 
Bay Area social codes. He understands their identification as Spanish rather than Mexican as a 
strategic effort to gain more social power in the context of land claims and interactions with the 
U.S. power structure. 
The  narrator's  sarcastic  and  skeptical  presentation  of  the  women's  refusal  to  be 
interpellated as  Mexican introduces a  central  theme in migrant  print  culture:  the  politics  of 
affiliation within U.S. contact  zones. In  La Crónica and later publications such as  Hispano-
América,  elite  Mexican  migrants  in  San  Francisco,  represented  by  Strogoff  in  this  story, 
frequently lampooned second-generation Mexican Americans, Californios, and working class 
Mexican migrants' claims to Spanish heritage and their “poor” Spanish language skills. In this 
chapter,  I  address  in  more  depth  how  San  Francisco  Hispanophone  migrant  print  culture 
theorized and sought  to interpellate pan-ethnic  or  intraethnic affiliations within U.S.  contact 
zones in order to address the range of identifications and political affiliations among Bay Area 
migrants.  In my analysis, I examine the following questions: How do these texts articulate the 
relationships between migrant nationalisms within a location structured by overlapping histories 
of colonialism and multiple racialized and national gender hierarchies? What are the terms of 
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pan-ethnic and interethnic alliances among San Francisco migrants in migrant  print  culture? 
What are the tensions and limits to pan-ethnic collectivities and global political networks that the 
texts make visible? 
Scholarship in  Latina/o  Studies  has  primarily  addressed  pan-ethnic  imaginaries  and 
alliances  among  Latina/os  in  the  United  States  as  a  practice  and  expression  of  latinidad 
(“Latinness”). Following the work of Felix Padilla (1985), Juan Flores (2000) and Arlene Dávila 
(2001), scholars have theorized latinidad as both the expression of a pan-ethnic, Latino political 
consciousness arising out historical, lived experiences and a hegemonic, homogenizing category 
produced in the mass media for consumption and marketing. Recent work by Milagros Ricourt 
and  Ruby  Danta  (2003)  and  Patricia  Price  (2007)  have  analyzed  in  more  detail  the  daily 
production of  latinidad, arguing that pan-ethnic collectivities emerge as a result of spatial and 
situational everyday practices and institution-building projects. Feminist cultural studies scholars 
Frances Aparicio (2003) and Jillian Baez (2007) have also proposed that  latinidad can also 
function  as  a  framework  for  exploring  the  “moments  of  convergences  and  divergences”  in 
representations of complex, feminist subjectivities and cultural texts concerning differing Latino 
populations in  the United States  (Aparicio 93).  The  potential  of  approaching  latinidad as  a 
critical  framework and site of  contradiction,  Juana María  Rodríguez has argued,  encourages 
“new meanings” and shows how a “site of rupture will itself serve as a new site of knowledge 
production” (23). 
In  this  chapter,  I  follow  the  work  of  Aparicio,  Baez  and  Rodríguez  by  using  a 
comparative lens to trace how representational practices and discourses intersect and diverge in 
Latino  print  culture's  portrayal  of  the  relationship  among  differing  migrant  groups  in  San 
Francisco. In addition to showing how a pan-ethnic imaginary among what would later be called 
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Latina/o migrants emerges at this historical moment, my analysis demonstrates that during the 
1920s the articulation of a pan-ethnic collective formation in San Francisco migrant print culture 
often coincided with  cosmopolitan visions  of  solidarity.  The  convergence  of  pan-ethnic  and 
cosmopolitan representations of migrants in Bay Area print culture, like Stroghoff's story, render 
more complex what Price describes as the scalar shifts prompted by practices and performances 
of situational  latinidads  (95).  In the first section of this chapter,  I examine representations of 
intraethnic and interethnic relations by Julio Arce, Efron Rebolledo, and Ismael Magaña in the 
San Francisco newspaper  Hispano-América.  While a small sample of the conversation about 
pan-ethnic  relationships  in  Hispano-América in  the  1920s  and  1930s,  Arce,  Rebolledo  and 
Magaña illustrate  how San Francisco migrants developed visions of  pan-ethnic  alliance that 
moved beyond nationalist formulations of community. The second section turns to articles and a 
serial novella by  Hispano-América contributor Ella Ruth Rostau to trace how the articles and 
novella challenged the elite, patriarchal logic grounding the pan-ethnic alliances imagined by 
Arce, Rebolledo and Magaña. As they place working class migrant women at the center of the 
articulation of pan-ethnic alliances, Rostau's texts highlight the ideological and practical tensions 
structuring  the  process  of  imagining  alternative  forms  of  pan-ethnic  community.  The  third 
section  considers  the  portrayal  of  interracial  alliance  in  the  novel  Hados (1929)  by  Isabel 
Monserrate,  published  by  the  Hispano-América  press  in  San  Francisco.  While  the  novel 
primarily portrays interracial encounters in New York City and focuses on cosmopolitanism as 
an alternative to national, patriarchal forms of community, I read Hados as an important intertext 
for the newspaper Hispano-América due to the newspaper's extensive publicity campaign for the 
novel  in  San  Francisco  and  readers'  reviews  of  the  novel  as  pertinent  to  the  local  and 
hemispheric discussion of pan-ethnic solidarity. Both the plot and readers' reviews of  Hados 
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illustrate  how early  twentieth  century  migrants'  efforts  to  revise  patriarchal  formulations  of 
community often retained racial difference as boundary marker. 
By centering representations of migrant encounters in literary texts by Mexican, Central 
American  and  South  American  migrants  in  San  Francisco,  this  chapter  foregrounds  the 
theoretical and practical implications of migrants' articulation of a pan-ethnic Latino imaginary. 
Hispano-América and  Hados show how a variety of modes of pan-ethnic political ideologies, 
from coalitional federation to cosmopolitanism, remained in tension rather than resolving into a 
coherent  latinidad or  political  formation.  As  the  texts  remap  pan-ethnic  and  interethnic 
solidarities by creatively reconfiguring representational conventions, however, they also reveal 
how assumptions about migrants' bodies (in terms of both affective capacities and sites where 
national, ethnic, racial, gender, class, and sexual meanings converge) inform the theorization and 
articulation of pan-ethnic collective formations like latinidad and transnational solidarity. 
Migrant Coalitions in San Francisco 
San Francisco migrants' articulation of pan-ethnic political frameworks emerge within an 
urban  landscape  where  multiple  Hispanophone  migrant  formations  converged.  Prior  to  and 
following the Treaty of Guadalupe Hidalgo in 1848, Latin American migrants and Californios 
with historical claims to San Francisco supported a broad Spanish-language literary and political 
culture extending into Oakland, San Jose, and Salinas. The region produced multiple newspapers 
in the early twentieth century, including La Crónica and its sucessor Hispano-América. The Bay 
Area also supported a number of Hispanophone theatre companies and movie houses that served 
as the northern and western point in the Mexican vaudeville and film circuit. 
 The few literary studies to address early twentieth century San Francisco Latin American 
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migrant print culture have primarily focused on the newspaper Hispano-América (1917-1940s) 
as a vehicle for the nationalist politics of the newspaper's editor-in-chief, Julio Arce (at times 
referenced under his pen name “Jorge Ulica”). Nicolas Kanellos has described Hispano-América 
and Arce's political and creative selections as representative of the popular  México de afuera 
ideology  (4).  Juan  Bruce-Novoa  explains  that  Mexican  elites  living  in  the  United  States 
constructed a discourse of  México de afuera  (a Mexican colony abroad) by first “discrediting 
what the homeland has become; and two, they set out proving that they are authentic bearers of 
the  true  tradition  of  the  homeland”  (qtd.  in  Kanellos,  “Cronistas”  8).  Arce  participated  in 
articulating a México de afuera discourse in his frequent portrayal of Mexican identity at risk in 
the Bay Area. Arce's columns and articles reflect an effort to reinforce national identifications 
among working class Mexican migrants by foregrounding Mexican 'tradition' and politics rather 
than  Bay  Area  migrant  culture.  As  Magdalena  Barrera  explains,  Arce's  participation  in 
developing the México de afuera ideology can be traced to Mexican elites' concern that working-
class Mexicans and second and third generation Mexican Americans would participate in U.S. 
consumer  culture  and consequently  no  longer  identify  as  Mexican.  In  Barrera's  assessment, 
Arce's  crónicas,  satirical  short  sketches, sought  to  reinforce  Mexican  migrants'  national 
identifications  by  portraying  assimilation  and  alternative  political  orientations  as  dangerous 
destructive practices.
Reading  Hispano-América and Arce's  cronicas  as a vehicle for the  México de afuera 
ideology offers insight into the elaboration of nationalist formations in Mexican migrant print 
culture in the Bay Area during the early twentieth century. This approach, however, overlooks 
the ways that Hispano-América functioned as a forum for a range of political projects in the Bay 
Area.  From its consolidation with  La Crónica in  1917 to its last issue under Julio Arce's son 
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Nestor  Arce  in  the  1940s,  Hispano-Améric  published articles  by  a  range  of  San  Francisco 
migrants  alongside  Arce's  cronicas.  El  Club  Portorriqueño  de  San  Francisco,  Salvadorian 
students  at  Berkeley,  and  Nicaraguan  migrants  regularly  published  calls  for  fighting  U.S. 
imperialism in Puerto Rico and Central  America,  analyses  of  Nicaraguan resistance  to  U.S. 
occupation, and news items from Puerto Rican, Central American, and South American.
 The call for San Francisco migrants to engage in transnational solidarity in  Hispano-
América was also matched by editors' analyses of local coalition building. A November 8, 1919 
editorial by Arce outlines the formation of a “confederación” among Bay Area Mexican, Central 
American, South American and Spanish mutual aid societies and social organizations (1). The 
editorial offers a cynical, but ultimately supportive statement in favor of a Bay Area federation. 
Arce argues that a federation would retain each groups' “libertad de acción” and independence in 
order to form a “un núcleo fuerte, repetable y representativo” [a representative, respectable, and 
strong  central  group] able  to  represent  the  Latina/o  population  (“La  Confederacion  de 
Sociedades Y Clubs” 1). 
Arce's  emphasis  on  the  need  for  organizations  to  maintain  independence  while 
collaborating with one another outlines a form of alliance amenable to nationalist projects. Each 
group would retain their national focus. His elaboration of confederación, however, names more 
than a collaboration of distinct groups focusing on a common issue.  A federation of  Mexican, 
Central American, South American and Spanish migrants, in his discussion, would encourage 
solidarity and broadly  increase migrants' power locally and transnationally. If leaders avoided 
self-interest  and  jealousy,  Arce  emphasizes,  it  would  create  an  ideal  alliance  supporting  a 
“espíritu de fraternidad” [spirit of fraternity] that, in turn, would unite “la comunidad hispánica” 
in San Francisco  (1). If prompted by the federation, Arce contends, migrants'  emotional and 
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ideological commitment to brotherhood would supersede national difference and support a local, 
international  political  formation  that  would  shift  the  balance  of  power  in  the  region  by 
supporting “la propagación y la defensa de los ideales de la Raza” [the propagation and defense 
of the ideals of la Raza] (1). 
Arce's emphasis on the ability of “el espíritu de fraternidad” to motivate collaboration 
and  defend  “los  ideales  de  la  Raza”  not  only  marks  an  appeal  to  sentimental  forms  of 
collaboration,  but  also  illustrates  how  Bay  Area  coalitional  discourse  often  mobilized  a 
heteropatriarchal  logic.  The  kinship  valences of  “fraternidad”/brotherhood and the  term “La 
Raza” both designate and project a historical, cultural coherency across the Bay Area and the 
Americas.  Like  Puerto  Rican  migrants's  use  of  La Raza in  the  New York  City  newspaper 
Gráfico,  Arce's  deployment  of  “fraternidad”  and  La Raza projects  reproductive  kinship  ties 
among peoples in the Americas. This is not to say that La Raza should be read as a term solely 
describing a literal kinship among the various migrants in San Francisco. Rather Arce's editorial 
outlines a form of alliance that plays on the reproductive valences of kinship and fraternidad to 
suggest  an  inherent  affinity  among  Mexican,  Puerto  Rican,  Central  American,  and  South 
American  migrant  formations  in  the  Bay  Area.  The  local  alliance  of  social  and  political 
institutions in San Francisco, in the editorial's portrayal, would both recognize overlapping and 
common histories while realizing ideological affinities among migrants.
As Arce's call for migrants to advance “los ideales de la Raza” through federation and 
coalition  building  outlines  a  concrete  vision  of  intraethnic alliances,  in  many  respects,  it 
functions as an elaboration of a short poem, “El Himno de la Raza,” published a year earlier in 
Hispano-América  in  1918.  Attributed to  Efrén Rebolledo,  a  Mexican poet  who later  gained 
notice for writing and publishing Spanish haiku, the poem deploys reproductive kinship tropes as 
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it  envisions and celebrates Latin American  peoplehood.  Reading the  poem alongside Arce's 
discussion of Bay Area coalition building highlights how the articulation of alliances among the 
social and political institutions within the Bay Area simultaneously participated in a broader 
project of delineating the gendered and sexual terms of social and kinship reproduction across 
the hemispheres.
During the 1910s and 1920s, celebrations of  La Dia de Raza (October 12) across the 
Americas often included the recitation or performance of various versions of “El Himno de la 
Raza.”  As Ismael  Magña explains  in  a  Hispano-América  editorial  published later  that  year, 
Rebolledo's “El Himno de la Raza” was originally published in Los Angeles's  La Prensa  and 
suggests that the newspaper commissioned the poem for migrants.64 The regional circulation of 
the poem/song parallels the transcontinental imaginary sketched in its verses. “El Himno de La 
Raza” emphasizes cultural fusion transcending spatial distance:  Cantemos la gloria del alma/ 
latina/que quiere de América las razas/unir/en múltiple alianza fecunda y/divina [Sing the glory 
of  the  Latin  soul/who  wants  the  races  of  America/to  unite/in  a  multiple  alliance  fecund 
and/divine] (Rebolledo 3). 
Unlike Arce's  editorial,  Rebolledo's poem goes beyond the trope of  brotherhood and 
unity to cast cross-national alliances as a purposeful mestizaje. Most often associated with José 
Vasconcelos's  La  Raza  Cosmica (1925),  early  twentieth  century  uses  of  mestizaje among 
Mexican, Central American, and South American intellectuals figured collectivity as a product 
of  cultural  and biological  fusion.65 Rebolledo's  poem rehearses  the  reproductive  valences  of 
mestizaje discourse through its use of “alianza fecunda” as a description of the unification of “las 
razas” across the Americas. While “las razas” does not necessarily name race in the same sense 
as U.S. racial codes, the plural tense of the word implies that multiple “razas” need to unify into 
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the singular, future “La Raza.” The mestizaje invoked by the poem links biological reproduction 
and cultural production to suggest that reproduction not only generates innate affinities across 
the Americas, but also motivates future alliances. 
While Rebolledo's poem illustrates the intersection of  Mexican national discourses of 
mestizaje and an abstract vision of alliance across the Americas, Hispano-América contributors' 
analysis of the poem illustrates how Bay Area migrants used the poem to motivate a call for 
intraethnic  collaboration.  Following  the  publication  of  the  poem  on  October  22,  1918, 
contributors regularly referenced “El Himno de La Raza” as a tool for generating a new identity 
among migrants in the United States and Latin American residents alike. On February 4, 1919, 
Hispano-América published a review of the poem by Ismael Magaña, a member of the Mexican 
consulate in San Francisco. Magaña's extensive discussion of “El Himno de La Raza” suggests 
that  the  poem  performed  geographic  work  by  reframing  alliance  as  a  political  formation 
spanning multiple spatial and temporal scales. For Magaña, the poem identifies weaknesses in 
Latin  American  politics;  he argues  the  poem  speaks  to  the  ways  that  Anglo  Saxons  and 
Europeans call on Latin American subjects “a sucumbir trágicamente también, o a ser un factor 
pasivo  y  explotado  en  el  final  reparto  de  los  bienes  del  planeta  y  de  la  civilización!”  [to 
tragically succumb, or to be a passive element and exploited in the final distribution of the goods 
of  the  planet  and  of  civilization!]  (Magaña  1).  Magaña  frames  the  position  of 
“hispanoamericanos” within the global social order as a consequence of accepting Anglo Saxon 
claims  to  power.  Yet,  Magaña's  text  also  suggests  that  “hispanoamericano”  political  power 
decreases as a result of responding too readily to imperial interpellation. For Magaña, not only 
do  Latin  American  migrants  perform  passivity,  but  “hispanoamericanos”  are  “sensitivo, 
sentimental  y lleno de florescencias artísticas” [sensitive,  sentimental,  with plenty of artistic 
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effervescence] (1).  Rather than casting sentimental  art  as inherently disempowering, Magaña 
argues that  Anglo Saxons maintain their domination by defining emotion as exploitable and 
encouraging “hispanoamericanos” to identify with this schema. For Magaña, the popularity of 
literary production in Latin America indexes  “ansias de absoluta soberanía” [anxieties about 
absolute sovereignty] and illustrates how the problem of interpellation  contributes to the lack of 
political power necessarily to protect “el alma de nuestra raza” (the soul of our people) and 
steward the “continente prodigiosamente rico” [prodigiously rich continent] (Magaña 1). 
Although  Magaña  describes  creative  production  as  disempowering  in  the  context  of 
European and U.S. hegemony, his article casts “El Himno de La Raza” as a crucial poem moving 
readers to focus on material production and reordering global power relations. Magaña's focus 
on a poem as a text motivating a new political formation beyond aesthetics may appear at first 
contradictory.  However,  I  find  that  it  illustrates  the  complicated  operation  of  migrants' 
articulation of alliance. Magaña's critique of creative, expressive production and Anglo Saxon 
interpellations of “hispanoamericanos” as passive artists rests on his analysis of Latin American 
nationalisms  as  circulating  an  understanding  of  sovereignty  as  a  romantic,  tragic  struggle 
between an individual nation and the world. Magaña's text argues that a focus on individual 
nations in respect to the global obscures regional or even postcolonial frameworks' ability to 
challenge both imperial interpellation and power relations more broadly.  Unlike other literary 
works,  “El  Himno de  la  Raza,”  Magaña explains,  circulates a  “fórmula  de cohesión racial” 
[formula for racial cohesion] and “el sentimiento de una patria hispano americana” [a Hispano 
American nationalism] that would compete with Anglo Saxon formulations of white supremacy 
and  contest  U.S.-European  imperial  practices  (1).  Magaña's  emphasis  on  “cohesión  racial” 
constructs a reproductive framework for grounding migrant identities and political formations. 
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Rather than identify social and biological affinities as the basis for national belonging, however, 
he reads the emphasis on cultural and biological reproduction in “El Himno de la Raza” as a 
mode  for  producing a  transnational,  hemispheric  nationalism.  Magaña  rescales  kinship  as  a 
mode for affiliation across nations,  superseding convention definitions of the national as the 
basis for cultural cohesion and collective identifications.
Magaña's call for transnational and hemispheric solidarity resembles Arce's mobilization 
of “La Raza” as collective identity accommodating migrant nationalisms. Like Arce, he suggests 
that kinship, albeit a rescaled understanding of kinship, binds together heterogenous nations as a 
collective  network.  Yet  even  as  Magaña's  vision  of  solidarity  deemphasizes  the  local 
particularities of coalition building in favor of a cross-continental politics based on an expanded 
framework of kinship, his article also demonstrates a reassessment of biological understandings 
of kinship as the sole basis for intraethnic political formations.  When used alongside already 
established national markers, common symbols such as “El Himno de la Raza”, he argues, “se 
llevaría directa e indefectiblemente un poderosos sentimiento de solidaridad hasta el corazón de 
los  pueblos,  por  la  prodigiosa  fuerza  emotiva  que  despiertan  estos  símbolos”  [directly  and 
unfailing  communicating  a  powerful  sense  of  solidarity  to  the  heart  of  the  people,  by  the 
prodigious  emotional  strength  that  this  symbol  awakens]  (Magaña  1).  Combined  with  his 
critique of the pursuit of absolute sovereignty, Magaña frames the poem as a common reference 
point  across  nations  compelling  a  reordering  of  migrant  allegiances.  The  poem,  Magaña 
suggests, should produce a  feeling of affinity, not just a recognition of shared culture, among 
Bay Area migrant readers that crosses imagined and material boundaries. Magaña maintains that 
the poem's interpellation of a border-crossing collectivity through sentiment would offer a more 
powerful model for migrant social and political formations. By emphasizing an affective basis 
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for alliance, Magaña outlines a strategic political framework for migrant readers that gestures 
toward forms of community building and modes of affiliation that do not rely on heternormative 
frameworks.
When read in conversation with Arce's discussion of the Bay Area migrant federation and 
the publication of “El Himno de la Raza,” Magaña's analysis of the poem demonstrates that 
Hispano-América functioned  as  a  forum  for  interpellating  national  and  translocal  migrant 
subjectivities by projecting differing scales of affinity. While presenting the nation as a common 
point  of  reference  for  migrants,  the  articles  and poem called  on  migrants  to  recognize  and 
produce biological, cultural and political ties in order to transcend abstract and spatial national 
boundaries.  However,  as  Magaña's  appeal  to  a  feeling  of  solidarity  illustrates,  migrants' 
articulation  of  pan-ethnic  alliance  may  uphold  nationalist  heteropatriarchal  formulations  of 
affinity at the same time that their texts also mark the development of pan-ethnic discourses not 
necessarily linked to reproductive modes of kinship.
Taking  into  consideration  how  his  article  describes  and  aims  to  prompt  a  political 
network based on bio-cultural kinship and affective affinities among Latin American migrant 
readers, Magaña's appeals to  “el sentimiento de una patria hispano americana” and La Raza 
suggest  an  early  articulation  of  latinidad  in  the  United  States  (1).  Among the  various 
theorizations of latinidad in recent scholarship, the articles by Arce, Rebelledo and Magaña most 
closely performs what Baez (2007) has described as “political  latinidad”(110).  The tropes of 
affinity and collectivity deployed by Arce, Rebelledo and Magaña contribute to a strategic ethnic 
consciousness in the hopes of producing and mobilizing a political community. 
Yet,  as  a  later  Hispano-América editorial  in  1928  clarifies,  the  collaborative  models 
outlined by Arce,  Rebelledo and Magaña maintain an ambiguous relationship to  hegemonic 
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forms  latinidad.  The  1928  editorial  argues  that  “la  palabra  latinidad  y  la  acción  latinizan 
empléanse como significativos de una acción hostil y antitética con el vocablo hispánico y la 
acción hizpanizante [The word latinidad and the action of latinization are used as signifiers of a 
hostil  and  antithetical  action  against  the  term  hispanico and  the  process  of  hispanization] 
(“Latinidad”  3).  The  editorial's  clarification  that  latinidad and  hispánico describe  distinct 
concepts  emphasizes  the  political  stakes  of  hegemonic  knowledge  production  and  self-
description. Italian, French, and Hispanic cultures, the editorial clarifies,  can be understood as 
“fuertes hermanos”/strong brothers comprising a family under the Latin branch (“Latinidad” 3). 
In the literal sense, latinidad, as the editorial outlines, describes a continuity with a broad set of 
European cultures rather than the specific historical legacies of Spanish colonialism. 
If latinidad functions as a hegemonic political framework, how does the article motivate 
its  use  of  hispánico  as  an  alternative  form of  collective  identification  and  practice?  When 
compared to the self-generated term hispánico, the article contends, latinidad erases the shared 
colonial history of Mexican, Central American and South American migrants. As the editorial 
clarifies, latinidad comes to stand for the hegemonic project of U.S. anthropological knowledge 
production and the ideologies supporting state projects like Pan Americanism, a early twentieth 
century U.S. state department program to secure U.S. hegemony in the Americas. In attempting 
to map “la afinidad” and brotherhood among cultures, the editorial suggests that latinidad more 
accurately exemplifies the project  of producing “un semejante  ideal”  [an ideal  resemblance] 
(Latinidad 3). Here the editorial identifies the process of mapping affinities as an expression of 
imperial  power.  Its  example  of  U.S.  Pan-American  discourse  identifies  constructions  of 
latinidad as an effort to  compress linguistic and cultural difference in order to project  Latin 
America  as  a  homogenous  collective  body.  The  danger  in  “un semejante  ideal,”  the  article 
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suggests, concerns the uneven balance of power that homogenization encourages. 
It is interesting to consider how the 1928 article begins to articulate what later Latina/o 
studies  scholars, Frances  R.  Aparicio  and  Susana  Chávez-Silverman  have  described  as  the 
process of tropicalization that supports hegemonic forms of latinidad. Extending Edward Said's 
analysis of the processes of Orientalism to the production of “Latino” as a category as well as 
historical  representations  of  Latina/os  in  the  United  States,  Aparicio  and  Chávez-Silverman 
argue that  “to  tropicalize means to  trope,  to  imbue a  particular space,  geography, group,  or 
nation  with  a  set  of  traits,  images  and  values”  (Aparicio  and  Chávez-Silverman  8).  Like 
Orientalism,  tropicalization  often  occurs  through  hegemonic  discursive  strategies  that 
repetitively figure Mexico and the Caribbean as a homogenous, exotic other representative of a 
“mythic latinidad” (8). Tropicalization and the resulting mythic latinidad, Aparicio and Chávez-
Silverman argue, index both fear on the part of dominant white structures in the United States 
and an effort to consolidate power in light of this anxiety. 
While  the  Hispano-América article  “Latinidad”  (1928)  generally  converges  with 
Aparicio and Chávez-Silverman's later analysis of the hegemonic production of  latinidad,  its 
turn to hispánismo as a counter-hegemonic discourse in the United States appears at odds with a 
counter-hegemonic political consciousness and the pan-ethnic political formations imagined by 
Arce and Magaña.  Like the  homogenizing effects  of  latinidad,  hispánismo also suggests  an 
inherent  affinity  among  formerly  colonized  people  in  the  Americas.  However, the  editorial 
briefly demonstrates a recognition of this contradiction by acknowledging the homogenizing 
mechanics of projecting collectivities: “la latinidad, como expresíon de raza común no existe, 
pero el hispanismo tampoco” [latinidad, as an expression of a common race does not exist, but 
neither does hispanicism]  (Latinidad 3). Although the editorial primarily argues that  latinidad 
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names a European orientation and hispánismo better describes a cultural and political framework 
common to former colonies of Spain, the editorial suggests that the two terms fail to describe a 
coherent set of people or a particular culture. Here the editorial draws attention to political work 
performed  not  only  through  its  dichotomy  between  latinidad and  hispánismo,  but  also  the 
potential result of Hispano-América contributors' articulation of pan-ethnic discourse: a sense of 
affinity among subjects and cultures who do not see themselves as linked and whose actual 
practices or qualities do not form a coherent or cohesive community. The article's circulation of 
hispánismo as an alternative to latinidad shows how the mechanics of projecting collectivity at 
times allows for  a  simultaneous expression of  hegemonic and critical  ideologies.  If  read as 
addressing  both  a  local  and  hemispheric  audience,  the  editorial  joins  Arce,  Rebolledo  and 
Magaña in projecting affinities across biological, political,  and continental scales in order to 
produce a collective formation at odds with U.S. multi-sited efforts to consolidate power in the 
Americas in the 1910s-1930s.66 Yet the texts by Arce, Rebolledo, and Magaña also illustrate the 
hegemonic function of suturing a broad geographical and cultural spectrum as well as a diverse 
readership  into  a  single  category  of  hispánismo.  Arce,  Rebelledo  and  Magaña  normalize  a 
heteropatriarchal reproductive logic as the basis for collective identification, further obscuring 
the range of early twentieth century political and cultural projects in the Americas. Although 
they emphasize that “La Raza” and hispánismo names a common culture, the call for unity in 
their texts binds  together a notion of common culture with the expansion of kinship networks 
and patriarchal social power. 
As they contest hegemonic imperial discourses of difference through appeals to solidarity 
based on a heteropatriarchal logic, the editorial and the articles by Arce, Rebelledo and Magaña 
reveal an effort to imagine collective practice that both exceeds México de afuera discourses and 
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presents a vision of alliance that bridges nationalist concerns with the local conditions of the 
migrant contact zone. Even though the articles do not introduce a counter-hegemonic vision in 
terms of its sexual and gender assumptions, just attending to the complex nature of the articles' 
visions of pan-ethnic unity and local and hemispheric solidarity demonstrates the necessity of 
exploring how migrant texts like Hispano-América served as a medium to theorize and test the 
terms of collaborative migrant alliances. The discussion of national and multiscalar frameworks 
in Hispano-América calls for more exploration of early twentieth century efforts to develop pan-
ethnic migrant collectivities. Not only are these articulations of pan-Latina/o imaginaries and 
formations often overlooked in Latina/o studies  scholarship reading migrant  print  culture  as 
solely a forum for nationalism, but articulations of pan-ethnic collectivity in Bay Area migrant 
print  culture  also serve as an important  entry point  for  exploring the tensions embedded in 
alliance building. As the next section of this chapter discusses, Hispano-América also served as a 
forum for imagining forms of affiliation and alliance critiquing the class and gender assumptions 
of Arce, Rebelledo and Magaña. 
 
Fictions of Solidarity and Affiliation  
Although the articulation of pan-ethnic alliance in  Hispano-América did not explicitly 
address the racial, class and gender hierarchies structuring the relationships among Bay Area 
migrants  and  Latin  American  subjects  more  broadly,  the social  hierarchies  subtending  the 
articulation of alliance did not go unchallenged. In 1928,  Hispano-América published a set of 
articles  and  a  serial  novella,  “Amor,”  offering  an  examination  of  the  relationship  among 
Hispanophone migrants in San Francisco. Written by Salvadoran migrant Ella Ruth Rostau, the 
articles and “Amor” depart from the periodical's dominant editorial perspective by focusing on 
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the material experiences of working-class Central American women in the Bay Area.67 Rostau's 
texts, I show, engage the problem of alliance as outlined by Arce and other featured writers, but 
center  class  and  gender  as  categories  impacting  the  articulation  of  migrant  affinities  and 
practices of solidarity.  Her article and serial  novella illustrate  how assumptions about  social 
hierarchies not only ground the project of imagining and theorizing modes of alliance, but also 
limit the radical potential of pan-ethnic and cross-cultural affiliation. 
On March 1928, Rostau published an editorial announcing her return to journalism after 
becoming concerned about the effects of “Yankee capitalism” on Central American unity in San 
Francisco. With this introduction, the editorial places the economic life of migrants at the center 
of  the  discussion  of  solidarity  among  Hispanophone and,  in  particular,  Central  American 
migrants. Yet rather than leaving her description of unity vague, Rostau further clarifies that it 
has  been  the  failure  of  elites  to  support  “los  miles  de  centroamericanos  que  lucha”  [the 
thousands  of  Central  Americans  who  fight]  in  San  Francisco  that  has  undermined  the 
development of a coherent, strong community (“Hispano América” 2). For Rostau, the absence 
of  “cooperación”  [cooperation]  among  elites  and  working  class  migrants  renders  Central 
American “unión” [unity] elusive (“Hispano América” 2). Not only does it exacerbate migrants' 
struggle to escape poverty, but the essay proposes that the lack of collaboration causes migrants 
to become  “desorientado”[disoriented] (Rostau, “Hispano América” 2). 
Although the essay shares Arce's  analysis regarding the  debilitating effects  of  power 
struggles among leaders of the various social and political organizations,  Rostau's decision to 
frame migrant experience in the Bay Area as an issue of orientation,  in both its  spatial  and 
ideological sense, illustrates how migrants linked the problem of alliance to daily practices. For 
example, Rostau's essay proposes that Central American institutions in San Francisco should 
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sponsor English classes and educational opportunities to supplement the night classes sponsored 
by Bay Area public schools (“Hispano América” 2). Her critique of Bay Area Central American 
elites identifies not only their investment in retaining wealth and prestige, but also their lack of 
consideration about the practical dimensions of working migrants as detrimental to the broader 
community.
If  Rostau's  focus  on  practical  modes  of  solidarity  already sets  her  apart  from Arce, 
Magaña, and Rebolledo, her elaboration of the uneven impact of the lack of unity on working 
migrant women confirms her skepticism of patriarchal articulations of alliance. In outlining her 
proposal, Rostau links the development of community cohesion with the accessibility of such 
efforts across class and gender: 
Es verdad que pueden ir a las escuelas públicas, pero estas pro mi experiencia personal, 
he encontrado que las horas no son apropiadas par  una persona que trabaja  y tiene  
además responsabilidades domésticas. (“Hispano América” 2)
[It  is  true  that  [working  migrants]  can  go  to  public  schools,  but  in  my  personal  
experience, I have found that the hours are not an appropriate for a person who works 
and also has domestic responsibilities.]
While offering a straightforward rationale centering working migrants' time constraints, Rostau's 
invocation  of  her  personal  experience  interjects  a  rhetorical  shift  in  Hispano-América's 
discussion of migrant collaboration and community building. Rostau, unlike Arce or Magaña, 
aligns herself with working class migrants and seamlessly expands the definition of class-based 
experience to include domestic labor. It is important to note that her move to anchor the essay's 
analysis in personal experience does not function as a sentimental appeal. Rather she motivates 
her call for collaboration by citing the practical difficulties she experienced while both working 
to  support  herself  and performing domestic  labor.  By framing her  personal  experience  as  a 
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source of authority,  Rostau's  article marks a  departure from the abstract  analysis of migrant 
collective frameworks offered by other articles and the introduction of practical proposals for 
migrant solidarity.  Moreover,  by using herself  as an example of the typical  migrant,  Rostau 
clarifies the gender and class assumptions grounding the models of alliance outlined by Arce, 
Rebolledo, and Magaña. Her article redefines the terms of alliance by placing working women 
and gender coded labor at the center of her analysis of migrant community building.
 Following  from the  essay's  critique  of  the  gender  and  class  hierarchies  structuring 
migrant  institutions, one may expect to find an equally exacting critique of the exploitation of 
migrant women under U.S. labor conditions. Across her articles, Rostau, however, is much less 
critical of U.S. gender and labor codes than Central American and Latin American community 
leaders. Comparing European and elite Central American gender conventions to U.S. women's 
practices, Rostau asserts that U.S. women may lack a chic sensibility, but enjoy “iguala en todos 
partes" [equality in all things] (“Romance” 5). In her assessment, all forms of labor, from factory 
work to careers in medicine, that women perform in the Bay Area and across the United States 
supports women's autonomy. The essay's portrayal of the United States conspicuously overlooks 
the exploitation of racialized women and transnational migrants, let alone working class women. 
The article instead participates in normalizing and universalizing elite, white U.S. women as the 
'proper' subjects and agents of equality. 
Rostau's mobilization  of  a  U.S.  exceptionalist  discourse  to  counter  the  exclusionary 
practices of San Francisco migrant institutions marks a central tension in her efforts to project a 
vision of migrant power relations that addresses the patriarchal structure articulated by Arce, 
Magaña and Rebolledo. Her focus on practical reforms such as more accessible education and a 
more equitable distribution of domestic labor suggests that she is concerned with addressing the 
206
elitist assumptions in the projects of alliance outlined by Arce and Magaña. Yet, Rostau's use of 
white, elite U.S. women as the model for shifting gender codes, as both a rhetorical strategy and 
a material example, contributes to creating a discursive field that obscures how racial, class, and 
sexual codes contribute to and are informed by gender conventions. Even as Rostau's articles 
expand the terms of pan-ethnic and transnational alliance in the Bay Area, they draw attention to 
the ways that reframing solidarity can reinforce the boundaries of collaboration. 
 If Rostau's articles overlook the racial, gender, and economic layers structuring Central 
American  women's  experiences  of  migration,  her  short  fiction,  primarily  the  serial  novel 
“Amor,” demonstrates a more critical exploration of the relationship among gender, labor, and 
racial  hierarchies  in  San  Francisco.  Published in  serial  format  starting  on  April  7,  1928  in 
Hispano-América, Rostau's short story follows the romance between Marta, a Central American 
migrant living with her sister in North Beach, and Roberto, a Chilean doctor practicing in San 
Francisco. After a chance encounter in Golden Gate Park, Marta and Roberto fall in love and 
eventually  plan  to  marry.  Their  romance  is  cut  short,  however,  when  Roberto's  family 
disapproves of the marriage and Roberto suddenly dies from a “brain fever.” 
Through its conventional plot of love frustrated by family and death, “Amor” appears at 
first glance a text unconcerned with the problem of unity that Rostau raises in her critique of the 
San Francisco Central American colonia. The text initially introduces Marta as exemplary of 
“las tantas muchachas centroamericanas” [so many Central American girls] in San Francisco 
who are “llenas de ilusiones y romanticismo, creyendo encontrar la felicidad y la fortuna” [full 
of illusions and romanticism, who believes she will encounter happiness and fortune”] (“Amor” 
7). Although Rostau's articles celebrate U.S. gender codes and migrant women's pursuit of self-
determination through labor, the initial characterization of Marta suggests she will eventually 
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find disappointment and anguish as a result of migrating. The narrator recounts that migrant 
women “se sienten desilusionadas y angustiadas” [feel disillusioned and anguished] after “el 
trabajo y el sacrificio” [the work and sacrifice] (“Amor” 7). Contrasting Rostau's celebration of 
the opportunity for women's labor in the United States, the initial characterization of Marta in 
“Amor”  quickly  discloses  that  the  labor  women  perform  in  the  United  States  does  not 
necessarily support financial or social stability. 
The novella's depiction of the disillusionment accompanying women's migration does not 
identify individual character traits or rely on generalizations about Latin American culture like 
Arce  and  Magaña.  Rather  “Amor”  casts  the  discrepancy  between  ideals  and  experience  as 
related  to  the  labor  that  non-elite  women have  to  perform.  As  the  narrator's  description  of 
Marta's sister explains,
Su hermana, menos mal, carácter convencionalismo y práctico, al poco tiempo de haber 
llegado a San Francisco a consiguió un novio y aburrida del trabajo de las fábricas se  
casó, más bien por necesidad que por amor y ahí, estaba teniendo un hijo cada año,  
envejeciéndose, marchitándose entre la pobreza, los trabajos domésticos y los disgustos 
conyugales. (“Amor” 7)
[Her sister, thank goodness, was a conventional and practical character, a little time after 
arriving in San Francisco she found a boyfriend and tired of working in the factories she 
married, more out of necessity than for love and hence, having a son each year, growing 
old, withering among the poor, the housework, and marital strife.]
The narrator's description of Marta's sister makes explicit that the experience of disillusionment 
arises through the ways that labor conditions are coupled to gender codes. Marta's sister's move 
from industrial  labor  in  the  factory  to  domestic  and reproductive  labor  does  not  ultimately 
improve her situation.  The narrator casts her marriage as a practical  form of affiliation that 
requires a form of labor that is equally as exhausting as industrial labor. By depicting domestic 
labor  as  an  inadequate  escape  from  industrial  labor,  the  narrative  presents  marriage  as  an 
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insufficient form of affiliation. Marriage for Marta's sister only serves to reinforce gender codes 
and the exploitation of women's labor. 
As the narrative puts forward Marta's sister as a cautionary example for readers and an 
example  of  the  impact  of  economic  hierarchies  and  heteronormative  expectations  among 
migrants in San Francisco, it offers Marta as an exception to the rule. After initially introducing 
Marta as the quintessential naïve migrant, the novella elaborates that Marta is motivated to avoid 
her sister's outcome: 
Marta era distinta. Prefería trabajar para sostenerse que vender su libertad y su alma.  
Marta  era  el  verdadero  tipo  de  la  mujer  centroamericana,  ambiciosa  y  refinada,  
intelectual y soñadora… (“Amor” 7)
[Marta was distinctive. She preferred to work to sustain herself rather than sell her liberty 
and her soul. Marta was a true example of the Central American woman, ambitious and 
refined, intellectual and a dreamer…]
Figuring Marta as defined by her “soul,” intellect and dreams, the novella casts material and 
spiritual autonomy as necessary for both self-respect and equal participation in both regional and 
local social formations. If migrant women can perform self-determination, according to “Amor,” 
they will be able to gain the material and spiritual stability that Marta's sister lacks. Marta, the 
novel suggests, is an example of the ideal Central American political subject who prioritizes 
self-sufficiency in her pursuit of “libertad.” 
Given the narrative's portrayal of self-determination as the ideal goal for migrant women 
in San Francisco, one may expect the story to follow Marta's successful struggle for “libertad” 
and autonomy within a working class landscape. Instead, within a few paragraphs, the novella 
introduces the plot's first melodramatic twist: Roberto, a Chilean physician practicing in San 
Francisco with his college friend Dr. Word, heroically aids Marta in caring for her nephew in 
Golden  Gate  Park.  From their  accidental  meeting  to  their  extended courtship,  the  narrative 
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presents  marriage  as  the  inevitable  end  of  the  initially  incidental  and  then  spiritual  and 
intellectual relationship developed by Marta and Roberto. Unlike the portrayal of Marta's sister's 
situation, Marta's future marriage does not foreshadow domestic conditions paralleling women's 
exploitation under the industrial labor system. Here, Roberto's professional class status in San 
Francisco and his family's position in Chile projects a different future for Marta. The narrative 
suggests that marriage to Roberto will allow Marta to better realize the ideal characteristics of 
“la mujer centroamericana” that she already carries and contribute to building alliances across 
the Americas.
Although the novel celebrates Marta and Roberto's marriage as an ideal alliance among 
liberal subjects, its plot offers an alternative narrative to the heteropatriarchal logic of alliance 
outlined  by  Arce,  Rebolledo,  and  Magaña.  “Amor”  suggests  that  class  hierarchies  and 
conventional gender roles undermine even heteronormative forms of affiliation like marriage. 
The novel refrains from a direct  discussion of class distinctions and elite structures,  but the 
melodramatic  climax  of  the  story  hinges  on  the  translocal  circulation  of  class  hierarchies. 
Following their engagement, Roberto writes to his parents in Chile asking for their blessing. His 
parents reply that they do not support the marriage and he breaks off the engagement. The way 
that class  hierarchies  within  Chile  frustrate  Marta  and  Roberto's  marriage  echos  Rostrau's 
analysis of Central American institutions' impact on or, more specifically lack of support for, San 
Francisco  migrants.  Yet  the  novel  goes  beyond  the  educational  and  labor  concerns  voiced 
Rostrau's article to portray elite forms of social management as a mode of disorganizing migrant 
alliances,  in  this  case  reproductive  kinship  formations.  The  class  identification  of  Roberto's 
parents  exemplifies  the  self-interest  that  Arce  warned  against  in  Hispano-América and 
supersedes what  Rebelledo  and  Magaña  described  as  inherent  sentimental  and  historical 
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transnational links among Latin American nationals. “Amor,” like Rostau's article on the lack of 
Central American solidarity in San Francisco, presents practices of affiliation and alliance as 
limited by the translocal circulation of class hierarchies.
Yet, the narrative's portrayal of the social restriction on cross-class alliance marks more 
than  a  critique  of  the  elite  patriarchal  assumptions  and  conventions.  It  raises  the  narrative 
suspense, signals a shift in the novel's adherence to the conventional romance plot trajectory and 
gives  notice  of  a  conclusion  that  breaks  with  the  ideals  embodied  by  Marta  and  Roberto's 
relationship. After breaking off the engagement, Roberto suddenly dies from a “brain fever.” 
While mourning Roberto's death, Marta agrees to marry his medical partner and best friend from 
Columbia University Medical School, Dr. Word. The story quickly concludes with the promise 
that Marta and Dr. Word are “muy feliz” [very happy] (“Amor” 7) .  
 It is telling that the narrative presents Marta's marriage to Dr. Word as a rational decision 
rather than indicating that the marriage is motivated by Marta's affection for Dr. Word. Marta's 
transition from prioritizing self-sufficiency to quickly reconfiguring her commitment introduces 
a contradiction in the narrative. Whether out of necessity, a practical decision or the maintenance 
of convention, Marta's marriage to Dr. Word appears at odds with the  idealized depiction of 
Marta's  relationship  with  Roberto.  The  majority  of  the  narrative  recounts  how  Marta  and 
Roberto  develop  a  relationship  that  supports  Marta's  self-determination  and  spiritual 
development. The abrupt redirection of the plot, I contend, has two functions: first, it provides a 
dramatic,  quick  resolution  in  the  vien  of  popular  melodrama,  and  second,  it  presents  the 
narrative as a potential allegory about the futility of true autonomy and equitable alliances within 
U.S. metropoles. For Marta's marriage to Dr. Word not only lacks any suggestion of intimacy or 
mutual  recognition,  but  it  also  marks  a  change  in  the  narrative's  framework  of  self-
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determination.  Dr.  Word rationalizes  his  proposition to  Marta  by arguing that  he considered 
Roberto to be his brother and, as a result, he is a familiar replacement. The conclusion depicts 
friendship between the men as anchoring heteronormative practices, seemingly disregarding its 
characterization of Marta as committed to autonomy and participation in defining the terms of 
her relationships. Homosocial exchange emerges in the narrative as the utmost expression of 
solidarity and alliance. 
In  its  portrayal  of  Dr.  Word's  marriage to  Marta  as  a  reasonable conclusion,  “Amor' 
appears to contradict both its earlier portrayal of an alternative mode of alliance and go against 
the discussion of pan-ethnic alliance by Arce, Rebolledo, and Magaña. However, in the closing 
paragraph of the novella, the story's quick allusion to the impact of ethnic difference on alliance, 
a  topic  absent  from  Arce's,  Rebolledo's,  and  Magaña's  elaboration  of  modes  of  solidarity, 
perhaps  indicates  skepticism on the  part  of  Rostau about  interethnic  alliances.  The narrator 
recounts that Dr. Word's mother assures Marta that the Word family fully approves of their son's 
marriage since they are “locos por la raza hispanoamericana” [crazy for the Hispanic American 
race](“Amor”  7).  While  potentially  signally  the  inclusiveness  of  Dr.  Word's  family,  the 
representation of Dr. Word's mother's celebration of the marriage also suggests the narrator's 
cynicism about such an affiliation. Dr. Word's mother, in her awkward Spanish phrasing, does 
not embrace Marta in reciprocal terms but addresses her instead as an exotic specimen. As a 
result of marrying Dr. Word, Marta's position within the San Francisco power structure shifts in 
terms of class and access to white privilege and citizenship rights.68 Yet the perpetuation of 
gender conventions and the addition of ethnic difference curtail the narrative's initial promise of 
a political reordering. 
The  contrast  between  the  conclusion  and  the  narrative's  celebration  of  Marta  and 
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Roberto's  relationship  reflects  an  ambivalence  about  the  forms  of  affiliation  and  alliance 
available  to  migrant  women  in  the  United  States.  “Amor”  offers  affiliation  and  potentially 
alliance across social positions as a solution to the difficulties experienced by migrant women in 
San  Francisco.  But  the  narrative  also  allows  for  a  cynicism  about  marriage  as  a  form  of 
affiliation for  Marta's  sister  and eventually Marta.  Dr.  Word's proposition that  Marta  should 
transfer  her  affections  without  building  a  relationship  and  the  problem of  ethnic  exoticism 
exemplified by Dr. Word's mother suggests that Marta's choices are limited by gender and class 
hierarchies  in  San  Francisco.  In  this  manner,  “Amor”  manifests  a  tension  that  arises  from 
Rostau's articles' call for a practical, daily realignment of solidarity while preserving elements of 
normative forms of alliance. The narrative maintains an investment in heteronormative forms of 
alliance such as marriage while also exhibiting the limitations these social conventions impose 
on migrant women's autonomy. 
While  the  contradictions  between  Rostau's  various  treatments  of  gender  and  class 
conventions  does  not  introduce  a  coherent  political  alternative  to  the  pan-ethnic  formations 
outlined  by  Arce,  Rebolledo  and  Magaña  in  Hispano-America,  Rostau's  serial  novella  is 
unprecedented in foregrounding assumptions about gender, class, and, in a limited way, ethnic 
difference in Hispano-América's discussion about the terms of migrant alliances. “Amor” centers 
migrant women as crucial to the project of community building and rescales alliance to account 
for the translocal circulation of social codes. The novella shows the limits of the elite, patriarchal 
discourses  of  pan-ethnic  solidarity  offered  by  Arce,  Rebelledo  and  Magaña.  But  more 
importantly,  the novella demonstrates how fiction served as a medium for migrants to draw 
attention to the role of social ordering in the articulation of alliance. In what may at first appear 
as a conventional melodramatic, romance plot, “Hados” exposes the ideological orientations and 
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tensions surrounding pan-ethnic  and interethnic  relations in emergent San Francisco migrant 
formations.
Transnational Solidarity and the Limits Cosmopolitanism
Rostau's articles and novella provide insight into the ways that migrant cultural workers 
articulated  pan-ethnic  alliance  as  a  political  and  practical  strategy  for  Bay  Area  migrants 
negotiating U.S. cities and power structures. While “Amor” and the articles by Arce and Magaña 
explore and project approaches to organizing relationships among Bay Area migrants, their texts 
focus  only  on  Hispanophone  and  Latin  American  migrants.  Given  the  long-standing  San 
Francisco Chinese, Japanese and Filipino migrant formations as well as the growing African 
American  community  in  Oakland  during  the  early  twentieth  century,  it  is  surprising  that 
Hispano-América infrequently  addressed  relations  between  Latin  American  migrants  and 
adjacent groups.69 
In  the  few  times  that  the  newspaper  included  articles  or  editorials  about  non-
Hispanophone social formations in California, the texts primarily present adjacent communities 
in terms of their impact on Hispanophone migrants. For example, in a June 14, 1919 editorial, 
Arce critiques the decision of the southern California Santa Ana School District's decision to 
require  Mexican  and  Mexican  American  children  to  join  African  American  students  in 
segregated schools.  His commentary counters the school district's  revision of its segregation 
policy policy by arguing that Mexican American children fall under the white racial category 
and African American children form a distinctly different culture and racial group (Arce, “La 
Obra” 1). 
As he clarifies his support for U.S. legal precedents defining Mexican migrants as white, 
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the  sense  of  urgency  in  Arce's  editorial  suggests  that  he  supports  distinguishing  Mexican 
migrants from other racialized groups out of both a belief in racial distinction and a concern 
about the ways that  segregation  enforces the unequal distribution of resources to all  cultural 
groups. Regardless of whether we read Arce's editorial as a broad critique of U.S. racial codes or 
as an effort to call attention to the school board's racialization of Mexican children as non-white, 
the  editorial  makes  clear  how  migrants'  analysis  and  articulation  of  pan-ethnic  and  even 
nationally-focused  migrant  cohesion  pivoted  on  delineating  scripts  of  racial  difference 
circulating within U.S. metropoles. 
In the following section I turn to a second strand of Bay Area migrant print culture that 
addresses  urban  space  as  a  contact  zone  where  the  consolidation  of  pan-ethnic  affiliations 
intersected with the production of racial difference. I show how the representation of urban, 
interethnic and interracial migrant encounters in  Hados (1929), a novel by Colombia migrant 
Isabel de Monserrate (the pseudonym of Isabel Pinzón Castillo de Carreño-Mallarino), develops 
a cosmopolitan politics of alliance to address the power dynamics of U.S. and translocal racial 
structures.  The  novel's story  about  urban migrant  formations in  the United States  shifts  the 
landscape of migrant relations. Hados places pan-ethnic migrant and Latin American formations 
in conversation with Pan-African diasporic formations to imagine a mode of alliance built on 
solidarity across a range of nationally and racially defined migrant formations. When read in 
light of the articulation of pan-ethnic discourses by Arce, Rebolledo, Magaña, and Rostau, the 
novel  and  its  reception  by  Hispano-América readers makes  visible  how migrants  explored 
cosmopolitanism as an additional model for collaboration among migrants in the United States 
and the Americas. 
As it  provides an unprecedented portrayal of the convergence of Latin American and 
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Pan-African  formations  in  the  United  States,  Hados and  its  reception  by  Hispano-América 
readers also demonstrates the limits of San Francisco print culture's reconfiguration the terms of 
alliance.  Hados may map modes of alliance that cross national boundaries and places migrant 
women  at  the  center  of  cosmopolitan  politics.  However  as the  novel's  articulation  of 
cosmopolitanism  illustrates,  the  fictional  expansion  of  the  terms  of  collectivity  ultimately 
naturalizes ethno-racial boundaries and suggests a futility to interracial alliances. As it reflects 
migrants' anxieties about interracial affiliations, the novel and its reception in Hispano-América 
illustrate  how Bay Area migrants tested and defined the boundaries of pan-ethnic collectivity 
and the limits of solidarity.
“Hados” follows the general trajectory of a modern bildungsroman, tracing the growth of 
Catalina Estelar, a wealthy Colombian, from girlhood to womanhood. After leaving Colombia to 
finish her education in Italy, Catalina falls in love with her roommate's brother, Ludovico de 
Montechiaro. Although Catalina considers pursuing Ludovico, she decides to attend Columbia 
University in New York to further her education and gain intellectual independence. After a few 
months at the International House at Columbia University, she has a series of visions, suffers a 
nervous breakdown and is institutionalized in the Stamford Sanitarium in Connecticut until her 
father brings her back to Colombia. After returning to Colombia, Catalina's health declines until, 
in a melodramatic twist, Ludovico, who survives World War One, reappears. With the return of 
Ludovico,  Catalina's  health  improves  and eventually  she  marries  Ludovico.  The  celebratory 
honeymoon  is  cut  short,  however,  when  Catalina  suddenly  dies.  Although  Catalina's  death 
disrupts the narrative arc of the bildungsroman, the novel closes by casting Catalina's death as 
part of a grand evolution of women. Even with her faults, Catalina, the narrator explains, lays the 
groundwork for the development of a future “supermujer” [superwoman] (421). 
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While  Hados primarily focuses on Catalina's development as the ideal Latin American 
woman, the novel also participates in the project of marking the boundaries of migrant alliance 
through its portrayal of Catalina's elaboration of a cosmopolitan discourse. Over the course of 
the  novel,  Catalina's  intellectual  development  follows from her  efforts  to  practice  solidarity 
across categories of social difference. Yet, as the novel's portrayal of her experiences in New 
York City illustrate, Catalina's experiments in solidarity indicates Monserrate's anxiety about the 
impact of interethnic and interracial relationships on transnational migrant social formations in 
the United States.
After  enrolling  in  Columbia  University,  Catalina moves  into  the  “La  Casa 
Internacional”/International House founded by John D. Rockefeller, Jr. for Columbia University 
international students. The narrative immediately introduces “La Casa Internacional” as a “un 
centro  de  reunión  a  las  razas”  [center  for  the  meeting  of  the  races]  (242).  Invoking  the 
inscription above the International House door, “That Brotherhood may prevail,” Catalina relates 
in a letter to a friend that at the International House she feels that she must try to embody “un 
palabra que me dice mucho: hermano” [a word that many people say to me: brother] (260). In 
the novel, “hermano”/brother serves as a reoccurring trope associated with Catalina's exploration 
of  cosmopolitanism  as  a  political  ideology  encouraging  affiliation  among  different  migrant 
groups.  Echoing  the  emphasis  on  cultural  kinship  in  Arce  and  Magaña,  the  discourse  of 
brotherhood in Hados names a political relationship spanning intellectual and affective relations. 
But like Rostau's exploration of affective relations across national difference, the novel moves 
beyond the valences of brotherhood in the articles by Arce and Magaña to present cosmopolitan 
brotherhood as both a political and affective relationship inclusive of all cultures, ethnic groups, 
and racial designations.  
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Cosmopolitanism  in  Latin  American  culture  has  often  been  addressed  in  literary 
scholarship as a nineteenth century aesthetic movement incorporating and consuming European 
literature and arts.70 Recent work in Latina/o Studies and Latin American studies, however, has 
begun to reevaluate the politics of Latin American cosmopolitanism at the turn of the century. 
Camilla Fojas (2005) and Jaqueline Loss (2005) have argued that early twentieth century Latin 
American writers pursued modes of cosmopolitanism that imagined a Pan-American community 
as a forum for building relationships across difference. Fojas explains that  modernista  writers 
articulated a form of cosmopolitanism that built on, as well as set them apart, from what José 
Saldívar has described as the “critical cosmopolitanism” of Cuban intellectual and writer José 
Martí (qtd, in Fojas 19). Like Martí, modernistas idealized new forms of social association that 
were “completely modern and completely opposed to a colonial heritage” (Saldívar 4). However, 
they  also  redefined  cosmopolitanism  as  an  escape  from  “national  restrictions.” 
Cosmopolitanism, in their formulation, encouraged an engagement with the world that supported 
autonomy for Latin America as well as the “odd, queer, outcast, alien” subjects “exiled from 
national belonging” (Fojas 131).
Catalina's enthusiastic incorporation of universal brotherhood into her worldview initially 
suggests that the novel outlines a politics of international collaboration and formal association in 
line with conventional early twentieth century cosmopolitan discourses. Over the course of the 
chapters depicting Catalina's stay in New York, however, the novel stages the limits of Catalina's 
commitment to the ideal of universal brotherhood. Ultimately the form of cosmopolitanism in 
the novel emphasizes the spectacle of the “other” and the development of a feminist subject 
position  at  odds  with  Colombian  and  Latin  American  nationalist  formations.  Catalina's 
assessment of the students from Asia and Africa highlights how the novel's representation of 
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cosmopolitan discourse relies on assumptions about “otherness” and “natural” racial divisions:
Celestes, japoneses, hindúes, mongoles, kurdos y armenions, árabes, turcos y judios,  
todos estos tipos étnicos y nacionales forman una curiosa muchedumbre. Algunos rostros 
blancos, de grades ojos claros, se destacan como excepción orgullosa por entre las caras 
de pómulos salientes, cabellos lacios y ojos oblicuos, que miran con viveza y serendidad. 
Te  advierto  que  las  asiáticas  no  me  parecen  feas.  Son  tan  originales....  y  están  
completamente  adaptadas a  la  vida occidental  y  a  todo el  mundo encantan con sus  
raros acentos y sus maneras cultas. (Hados 252)
[Chinese, Japanese, Hindu, Mongolian, Kurds and Armenians, Arabs, Turks and Jews, all 
these ethnic and national types form a curious group. Some white faces, with clear grey 
eyes, strikingly stand out among the well-defined cheekbones, straight hair and oblique 
eyes, that watch with vividness and serenity. Let me tell you that I do not find Asian  
people ugly. They are distinctive....and they have completely adapted to Western life and 
have enchanted all of the world with their distinct accents and cultured ways.]
Hados presents physical characteristics as markers of intrinsic racial and, by extension, cultural 
difference that distinguish Chinese, Japanese and other Asian formations from Latin American 
conventions and practices.  Rather  than calling into question the assumptions structuring her 
classificatory  schema,  the  novel casts Catalina's  Orientalist  characterization  of  her  fellow 
students  as  a  defining  component  of  her  political  commitment  to  universal  brotherhood. 
Catalina's description clarifies that the practice of cosmopolitan politics in the novel aims to 
revise  assumptions  about  relationships  across  national  and  hemispheric  borders  even  as  it 
reinforces  notions  of  corporeal  racial  difference.  The  traces  of  pleasure  and  admiration  in 
Catalina's description of her fellow students rationalizes Orientalist fantasies and presents her 
perspective as a model for readers. And as it centers Catalina' point of view as a participant-
observer, Hados not only frames her as representative of the modern Colombian/Latin American 
woman, but also the authoritative voice of a cosmopolitan form of solidarity. 
While the Orientalist foundations of the novel's cosmopolitanism emerges in Catalina's 
description of the Asian students, the limits of Catalina's practice of universal brotherhood  are 
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more starkly visible in her characterization of the African students at the International House. 
She  describes  the  students  from  Guinea,  Sierra  Leon  and  the  Gold  Coast  as  “muy 
inteligentes”/“very intelligent,” yet elaborates that “en sus ciudades natales, ellas, deben de ser 
(no te quepa duda) muy bonitas mujeres, a pesar de sus labios, guesos de los rizo apretados y de 
la piel lustrosa” [In their home cities, they, should be (make no mistake) very beautiful women, 
in spite of their lips, tight curls and the shining skin] (254). Unlike her emphasis on the Asian 
students'  “cultured  ways,”  Catalina  presents  the  West  African  students,  in  particular  West 
African women,  as  the most  extreme 'other.'  Catalina's  characterization of  the  West  African 
students highlights the corporeal  over the intellectual.  She clarifies that  Latin American and 
United States cultural standards are incommensurable with West African beauty conventions and 
indicates that racial and cultural difference subordinate gender affinities. 
Although it  reinforces the social boundaries built through racialized gender hierarchies, 
the novel includes a series of scenes that links Catalina, as a representative of Latin American 
networks, to these transnational, diasporic political formations. While at the International House, 
Catalina comes in contact with Chief Amoah III, a representative of the Fantis from the Gold 
Coast. With the intent to write an interesting story for a Bogota newspaper, Catalina accepts 
Chief Amoah's invitation to attend a lecture at the  Chapel of the Messiah, a black Episcopal 
congregation on East 95th street. Across the two chapters focusing on this episode of her stay in 
New  York,  the  narrative  repeatedly  frames  Catalina's  relationship  with  Chief  Amoah  as 
exemplifying the practice of  fraternidad [brotherhood]. On his visit the International House, 
Chief Amoah sees a tapestry created by Chinese students that reads: “"Dentro de cuatro mares 
todos los hombres son hermanos" [Within the four seas,  all  men are brothers] (Hados  272). 
Chief  Amoah  notes  his  approval  and  Catalina  subsequently  interprets  all  of  his  statements 
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concerning  the  colonial  history  of  the  Gold  Coast,  his  plans  for  economic  and  national 
development and his reasons for visiting New York as expressions of “universal brotherhood.” 
The novel's portrayal of Catalina's assessment of Chief Amoah's political analysis and 
actions  underplays  the  pan-African  and  nationalist  politics  valences  of  his  dialogue.  This 
disconnect between Catalina's interpretation and Chief Amoah's dialogue raises two questions 
about  the  novels'  narrative  frame.  Does  the  narrator  recount  Chief  Amoah's  dialogue  and 
Catalina's analysis as evidence of Catalina's limited application of cosmopolitan discourse, or 
does the narrative present her interpretations as the model for modern migrants? To what extent 
does  Catalina  voice  the  ideological  investments  of  the  novel?  The  juxtaposition  of  Chief 
Amoah's statements expressing an anticolonial and black transnational politics and Catalina's 
uninformed  responses  undermines  Catalina's  authority.  Yet  it  simultaneously  allows  her 
patronizing analysis to provide the framework for the novel's representation of Chief Amoah. 
Never interjecting editorial clarifications, the omniscient narrator only recounts the exchanges 
between Catalina and Chief Amoah as they develop the plot. This narrative distance places more 
emphasis on the series of events that follow from the conversations between Chief Amoah and 
Catalina  rather  than  the  political  exchanges  themselves.  As  the  plot  of  the  novel  presents 
Catalina  as  both  a  model  for  readers  and  an  unreliable,  naïve  heroine,  Hados indicates  an 
ambivalence about cosmopolitanism as an ideal mode of alliance.
Reviews  published  in  Hispano-América vary  in  their  reading  of  the  novel's 
characterization of Catalina as a model young woman. Bolivian writer Maria Teresa Urquidi's 
letter to Hispano-América characterizes Hados as a novel “al cantar loas a las mujeres andantes 
y a las mujeres modernas, cuyo papel y cuya misión están maestrmente delineados en su libro” 
[singing the praise of wandering women and modern women, whose role and whose mission are 
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masterly delineated in her book] (3). Hados, in Urquidi's reading, offers Catalina as a transparent 
model, motivating women readers both to follow her example and to reexamine “sus proprios 
problemas e inquietudes” [their own problems and restlessness] (Urquidi 3). In contrast, other 
reviewers address Catalina as a psychological portrait manifesting the novel's critique of gender 
conventions.  While  “llena  de  sano optimismo”  [full  of  healthy  optimism],  Catalina  is  “una 
muchacha soñadora, impresionable, un poco vana” [a girl who is dreamy, impressionable and a 
little vain] (“Un Novela Moderna” 2). Her character attempts to transcend gender conventions, 
but as the Colombian consul in San Francisco clarifies, Catalina also embodies the effects of “la 
sujeción  de  la  mujer  a  ciertos  absurdos  hábitos  tradicionales  que  han  hecho  de  ellas  seres 
carentes de independencia e inhábiles para la vida práctica" [The subjection of women to certain 
absurd traditional habits that have made them beings lacking independence and unskilled for 
practical life] (Rebolledo, “Una Sensacional Novel” 2). 
Whether Catalina serves as a role model or an example of the dangers of conventional 
gender practices and modren cosmopolitanism, readers' analyses of the novel's argument about 
gender roles show how the novel's articulation of affiliation, in particular fraternidad [fraternity], 
normalizes processes of racial  ordering through spatial  organization.  The range of responses 
voiced by reviewers make  clear that regardless of how the novel frames  Catalina's pursuit of 
adventure  and  self  discovery,  its  representations  of  Chief  Amoah  receive  no  notice  among 
readers. Perhaps the lack of comment on Catalina's relationship with Chief Amoah arises from 
the novel's voyeuristic characterizations.  While introducing Chief Amoah as a “hombre culto, 
inteligente, idealist” [an educated man, intelligent, idealistic], the narrative filters its portrayal of 
Asian and African diasporic actors in sentimental terms that position post-colonial European-
oriented South Americans as dominant in a global racial/national hierarchy. In  Hados, Chief 
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Amoah serves as the exception and the rule in Catalina's imagination of a global order:
El Rey Negro se le antojaba un caso humano, lleno de espiritual significación: una como 
tragedia de hirviente sangre y noble, oculta bajo la negra piel de un africano. Veíale,  
compasivamente, soberano una tierra negra que mira al océano despectivo y al desierto 
abrasador; empeñado en una obra magna de civilización, sin amor, sin estímulo, debajo 
de los rayos implacables del africano sol. Sentía lástima de él, la inclinación, la necesidad 
de acercarse a esa tragedia y verla de cerca, con sus propios ojos. (276)
[The Black King struck her as a human case, full of spiritual significance: one like a  
tragedy of passionate and noble lineage, hidden beneath the skin of a black African. He 
looked out, compassionately, over a sovereign black earth overlooking the contemptuous 
ocean and the  burning desert,  engaged in a  great  work of  civilization,  no  love,  no  
incentive, under the relentless rays of the African sun. She felt sorry for him, feeling the 
inclination, the need to approach this tragedy and see it up close, with her own eyes.] 
In  what  could  potentially  encourage  a  rethinking  of  the  relationships  among  colonial  and 
postcolonial  diasporas,  the  novel's  representation  of  Chief  Amoah  instead  functions  as  a 
caricature  that  validates  Catalina's  superficial  practice  of  solidarity.  Here  the  discourse  of 
brotherhood and fraternity is subsumed into a sentimentalist frame that positions Catalina as a 
power broker  rather  than an equal.  Catalina's  description of  Chief  Amoah only suggests  an 
affinity  in  terms  of  an  intellectual  dedication  to  European  ideologies  of  “civilization.”  The 
tragedy, the narrative asserts, arises from the inevitable frustration of Chief Amoah's aspirations 
due to a racial order that limits the distribution of power. Presenting Chief Amoah's phenotype as 
his tragic flaw, the narrative displaces the structural, systematic operation of racial codes on to 
an individual figure, reinforcing these codes in the process. This characterization to some extent 
encourages readers to match Catalina's sympathy for Chief Amoah, potentially allowing for a 
liberal,  sentimentalist  challenge  to  racial  ordering.  Instead  of  following  through  with  an 
argument  for  a  political  realignment,  however,  the  narrative  presents  Catalina's  emotional 
response as limited to voyeurism. Leaving intact the racial ideology, Catalina engages Chief 
Amoah only to view a tragedy “con sus propios ojos” [with her own eyes] rather than follow 
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through with a power realignment consistent with her discourse of fraternidad across race.
Catalina's enthusiastic response to Chief Amoah as a person creating an opportunity for 
her to temporarily cross racial  divisions for the good of 'civilization' greatly contrasts Chief 
Amoah's more practical efforts to recruit Catalina as a supporter for his political project. Early 
twentieth century Hados readers may have recognized the novel's representation of Chief Amoah 
as linked to the historical figure, the Gold Coast intellectual and political leader Nana Amoah 
Kwamina Faux Tandoh (popularly known as Chief Amoah III).  In the early twentieth century, 
Nana Amoah regularly visited New York to lecture about conditions in the Gold Coast,  the 
British colony that later won independence in 1957 (Kondadu 209). In addition to participating 
in black transnational political  forums like the Fourth Pan African Congress (1927) in New 
York, Nana Amoah traveled to the city to garner financial and political support among wealthy 
U.S. and international investors.71 Chief Amoah's relationship with Catalina in the novel, then, 
offers a glimpse of the political and financial stakes of practicing fraternidad. Solidarity with the 
historical Nana Amoah would require a reciprocity beyond Catalina's superficial cosmopolitan 
formulation of solidarity. The novel's representation of Amoah through Catalina's perspective 
both indicates her character's political investments and suggests an unwillingness to engage with 
the full  extent of diasporic cosmopolitanism and more of an interest  in the spectacle of the 
“other.” 
The contrast between Catalina's philanthropic approach to cosmopolitanism and Chief 
Amoah's  efforts  to  build  fraternidad clarifies  the  limits  of  the  transnational  cosmopolitan 
framework represented by Catalina.  After showing interest in his lecture, Chief Amoah invites 
Catalina to a dinner party. Although her friends at the International House warn her that it would 
be unwise to attend, Catalina calls a driver who takes her to Harlem. After becoming nervous 
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due to the time it takes to get to the location, Catalina looks out of the cab and sees “infinitos 
negros van y vienen” [endless black people coming and going] (277). The narrative's emphasis 
on an infinite scale in Catalina's interpretation spatially organizes racial difference. Representing 
blackness  as  “infinitos”[endless],  the  novel  figures  Harlem  residents  as  a  homogenous 
collectivity  and  distinguishes  Catalina  as  an  individual  subject.  The  juxtaposition  not  only 
centers  Catalina  as  the  focal  point  in  the  scene's  landscape,  but  also  shows how Catalina's 
individuality  comes  at  the  expense  of  the  figures  that  she  racializes.  Catalina's  response 
illustrates how the novel's representation of racialized formations only serves to consolidate an 
autonomous, Latin American migrant subject position.
It soon becomes clear that Catalina's privileged subject position, however, does not soley 
rely on her claims to individuality on the basis of a definition of racial difference. The scene 
reveals  that  it  is  the imbrication of  her  assumptions about  gender  and racial  difference  that 
structures how she functions as the protagonist. Surveying the street, the narrator relates:
A poco, las calles se llenan de negras sombras. Es un muchedumbre infernal. --¡Qué  
horro!-- exclama; y, confundida, se dice: --¡María Santísima! ¡Un pueblo de diablos!  
¡Angel de mi guarda, ampárame! (Hados 277-278)
[Soon, the streets are filled with black shadows. It is an infernal crowd.--What horror! 
She exclaims, and, confused, she says: - Blessed Mary! A nation of devils! My guardian 
angel, protect me! ]
Unlike her sentimental descriptions of Chief Amoah, Catalina's explicit dehumanization of the 
people  on  the  street  reveals  her  professed  commitment  to  universal  brotherhood  and 
collaboration to be rhetorical rather than genuine. Her evaluation of the landscape and black 
population of Harlem outlines a moral grid that explicitly assigns value to racial categories. As 
she figures blackness as malevolent, she disassociates herself from the people on the street by 
225
claiming  a  vulnerable  positionality.  While  confirming  the  novel's  implicit  racialization  of 
Catalina as an elite, white woman, the scene ultimately points to an anxiety about the types of 
migrant relationships made possible by pursuing universal brotherhood. Cosmopolitanism, the 
novel suggests, places Catalina in danger.
If  we read Catalina's  reaction to  Harlem as  indicative of  the ways racism and racial 
hierarchies underwrite her cosmopolitan discourse and elite position, the affective dimension of 
the  scene  illustrates  how Catalina's  cosmopolitan  discourse  completely  fails  to  reorder  the 
relative value of racialized gender categories. After leaving the cab, Catalina rings the doorbell 
of the address, but upon seeing a “Jesus Saves” sign in the window of the apartment and Harlem 
residents passing by her on the sidewalk “apodérase de ella un temblor universal, y siente todos 
su cuerpo bañado en sudor frío. [an uncontrollable trembling consumes her, and she feels her 
body bathed in cold sweat] (Hados  278). Catalina's fear and loss of bodily control signals a 
reversal of her character's commitment to engagement with difference.  As the passage presents 
Catalina's trembling as an immediate reaction to her surroundings, it suggests that her palpable, 
material  reaction  to  difference  overcomes  her  psychological  and  sentimental  attempts  to 
celebrate  universal  brotherhood.  Her  character  undergoes  an  affective  surrender  to  the 
conventional order of racial hierarchies.
The narrative's presentation of Catalina's response to Harlem as an immediate, visceral 
reaction not only calls into question her cosmopolitan rhetoric, but also reintroduces Catalina as 
a  vulnerable,  white  heroine  overcome  with  physical  aversion.  This  shift  from  a  focus  on 
Catalina's  personal,  intellectual  development  to  casting  Catalina  as  a  figure  following  her 
immediate  impulses  creates  a  melodramatic  crisis  ending  in  what  I  read  as  an  ambivalent 
conclusion.  After  losing  control  of  her  body on the  sidewalk  and frantically  running down 
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blocks, Catalina enters a park where she collapses:
Al fin, apurada, agotada, congestionada casi y trasudando, se detiene y medio cae en un 
banco.  Un  parque  con  unos  negros  sentados  en  otra  banco  frontero,  le  rodean.  
Estupefacta,  saltándole  el  corazón,  ve  que  los  negros,  blanqueando  todos  
simultáneamente los ojos y moviéndolos hacia ella, la miran. Los pies y las piernas y no 
le obedecen: y en la colmo de la angustia, llorando y gimiendo, se levanta como puede, 
fija los ojos en los hombres, y grita: ¡¡¡Huuuuuuuuy!!!Sobresaltado, se pone en pie uno 
de ellos, muestra su blanquísima dentadura, hace una señal negativa con el índice, y  
dice a Catalina en voz suave:----We wont bite you! ( No le vamoose a molder). (278-279)
[Finally,  embarrassed,  exhausted,  nearly  out  of  breath  and  sweating,  she  stops  and  
collapses on a bank. Black men are seated on another opposite bank in the park, they  
surround her. Shocked, her heart pounding, she sees the black men, all simultaneously 
blinking their eyes and moving towards her, watching her. Her feet and legs and do not 
obey her: and at the height of her distress, weeping and moaning, rising as much as she 
can, her eyes fixed on the men, she cries: ¡¡¡Huuuuuuuuy!!! Startled, one of them stops, 
shows his  white  teeth,  makes a  negative gesture with his  index finger,  and says to  
Catalina softly:----We wont bite you! ( No le vamoose a molder).]  
The passage exposes how Catalina's cosmopolitan politics weaves together racial and gender 
codes to the point of depicting interracial contact as sexually threatening. As Catalina traverses 
and momentarily inhabits a racially coded space, her character transforms from a self-confident 
intellectual  to  a spectacle  of  threatened  white  womanhood. Catalina  becomes  emotionally 
overwhelmed,  loses  mobility,  and imagines herself  to  be  the  object  of  intense  scrutiny  and 
desire. The narrator's emphasis on Catalina's affective state serves as a warning concerning her 
relationship with Chief Amoah. The passage racializes, genders, and sexualizes both Catalina 
and  the  men,  heightening  the  emotional  charge  and  suggesting  that  migrant  relations  are  a 
problem of intimate contact and potential miscegenation. In its portrayal of Catalina's affective 
reaction and culturally-coded interpretation of the men's actions, the novel announces a shift in 
its  representation  of fraternity  across  racial  difference  as  an  ideal  mode  of  cross-cultural 
engagement. The novel conveys a skepticism in cosmopolitanism as an alternative to pan-ethnic 
and nationalist frameworks for empowering Latin American migrants in the United States.
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While  Hados'  portrayal of Catalina's boundary crossing in Harlem marks a shift in the 
novel's developmental narrative and investment in cosmopolitanism, its sudden departure from 
the novel's general  aesthetic and representational style was noted by readers. Daniel  Samper 
Ortega,  a  Colombia  writer  reviewing  Hados  in  Hispano-América  in  1930,  characterizes  the 
Harlem scene as a portrait of “el manicomio neoyorquino” [New York madhouse] that evokes 
the  work  of  Russian  artist  Leonid  Andreiev,  a  short  story  writer  internationally  known for 
reviving the grotesque in Russian literature (2). Ortega's association of the grotesque with the 
scene suggests that perhaps readers understood the aesthetic and sensational dimensions of the 
scene as either a confirmation or a critique of Catalina's performance and racial politics. The 
grotesque, as a literary representational mode, is marked by both a style of aesthetic distortion 
and the generation of disorientation and other strong sensations within readers. If readers, like 
Ortega, approached the novel's representation of Catalina's response to Harlem as grotesque, the 
scene  could  encourage  both  an  affirmation  of  conventional  sexualized  meanings  of  racial 
difference circulating in the United States and a critique of the status quo. The amplified tenor of 
Catalina's immediate, affective experience warns an audience already skeptical of cross-cultural 
exchange of the consequences of a naïve pursuit of interracial engagement. The man's gesture 
and final words can be read as a threatening, dangerous conclusion to an “adventure” prompted 
by  Catalina's  voyeuristic  interest  in  boundary  crossing.  Or  in  a  more  critical  reading  also 
supported by the scene's grotesque mode of representation, the exaggerated nature of the scene 
exposes how cosmopolitanism's interest in difference merely conceals the social construction of 
racial meaning and a deep-seated investment in the reproduction of whiteness. For it is not the 
narrator,  but  Catalina  who  interprets  the  men  as  threatening.  Since  the  narrator  does  not 
necessarily confirm Catalina's perspective, the scene implies that the man's gesture and words 
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are an effort to calm Catalina's hyperbolic, racist reaction. When combined with the exaggerated 
nature of Catalina's affective collapse, the narrator's account of the man's offer of aid emphasizes 
the  degree  to  which  Catalina's  anxieties  about  racial,  gender,  and  sexuality  converge  to 
undermine potential moments of solidarity.
Whether intended as an episode justifying Catalina's political framework or her naïveté 
and racism, the Harlem scenes in Hados make clear that San Francisco print culture's critique of 
social  norms  and  the  articulation  of  fraternidad and  cosmopolitanism  does  not  necessarily 
disrupt  definitions  of  racial  and  cultural  difference.  Instead  the  novel's  representation  of 
Catalina's  relationship  with  Chief  Amoah  and  her  engagement  with  other  students  at  the 
International House reestablishes racial and cultural boundaries, ultimately exposing the limits of 
fraternidad  and  cosmopolitanism  as  alternative  frameworks  of  cross-cultural  solidarity.  The 
novel's anxieties about white reproduction subsume Chief Amoah's challenge to the colonial 
status  quo.  Moreover,  Hados  confirms,  for  already  skeptical  readers  and  Hispano-América 
contributors, that interracial, interethnic engagement potentially reorders relative power among 
racialized migrant, national, and hemispheric formations. Like Arce's reluctance to condemn the 
segregation of both Mexican and African American school children in California since it would 
suggest a racial equivalency among the two groups under U.S. racial codes, the novel portrays 
interracial solidarity and affiliation as threatening Catalina's claims to whiteness and the power 
of  Latin  American  migrant  and  hemispheric  social  formations  relative  to  black,  diasporic 
formations.
In light of the sensational Harlem scenes, the form of cosmopolitanism that emerges in 
the  novel  echos what  Camilla  Fojas  has  described as the “other” cosmopolitanism of  Latin 
American modernistas. Fojas argues that this form of early twentieth century cosmopolitanism 
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popular among Latin American intellectuals “evoked promiscuous travels, tempting encounters, 
and new experiences that might shock the more provincially minded” in order to introduce new 
ideas about social formation (131). While the most prominent  modernistas tended to imagine 
this  'other'  cosmopolitanism  in  terms  of  homosocial,  patriarchal  figures  at  odds  with 
heteronormative  national  ideals,  the  New  York  scenes  in  Hados suggest  that  the  novel's 
cosmopolitanism fulfills a similar revisionary function. Catalina's encounters at the International 
House, her relationship with Chief Amoah, and her exaggerated breakdown in Harlem portrays 
Catalina as transgressing convention in order to pursue new forms of association and alliance. 
Like Rostau's more explicit intervention in the intraethnic and pan-ethnic political framework 
articulated  by  Hispano-América  contributors,  Hados's substitution  of  Catalina  for  the 
conventional  patriarchal  figure  broadens  the  critique  of  national  forms  of  belonging  by 
suggesting that women, like the Latin American modernistas' nonheteronormative protagonists, 
find  cosmopolitan  networks  more  accessible  due  to  the  heteronormative  configurations  of 
national belonging.
In the context of the contemporary modernista literature published in Latin America, the 
New York scenes  and  the  cosmopolitan  discourse  articulated  by  Catalina  can  be  read  as  a 
narrative  about  transgressing  normative  national  as  well  as  gender  and  racial  boundaries. 
Through Catalina the novel traces the development of a feminist subject position at odds with 
Colombian  and  Latin  American  nationalist  formations.  Moreover  when  compared  to  the 
articulation  of  alliance  in  Hispano-América,  Catalina's  initial  elaboration  of  cosmopolitan 
solidarity reflects an alternative approach to alliance and affiliation across difference in urban 
sites of migration. Hados circulates a template for redrawing how transnational migrants in the 
United States  practice solidarity  and brotherhood.  However,  as  the  novel  exposes Catalina's 
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commitment to interracial solidarity as superficial and naïve due to her racialized sexual anxiety, 
Hados also demonstrates how the narrative intersects with the gender hierarchies and the terms 
of  racial  and  ethnic  belonging  embedded  in  the  pan-ethnic  formations  imagined  by  Arce, 
Rebodello,  and Magaña.  As a  result,  Hados illustrates  how migrant  cultural  workers  traced 
frameworks of alliance that superseded national affiliations, but struggled with the implications 
of traversing conventional gendered, racial, and even hemispheric boundaries of belonging. The 
novel gestures toward a more radical practice of solidarity, but ultimately reinforces a set of 
assumptions about racial difference.
Hados's portrayal of cosmopolitanism as a framework for building migrant alliances and 
solidarity  illustrates  that  San  Francisco  print  culture's  theorization  and  representation  of 
interethnic  and interracial  encounters  did  not  result  in  a  clear  vision  or  unified  practice  of 
migrant  alliances.  Taking  into  consideration  the  various  dimensions  of  the  political  work 
performed  by  Hados, as  well  as  Rostau's  articles  and  the  pan-ethnic  imaginaries  of  Arce, 
Magaña,  and  Rebodello,  exposes  how  early  twentieth  century  San  Francisco  print  culture 
advanced  modes  of  collectivity,  affiliation,  and  alliance  that  exceeded  nationalist  narratives 
while also reinforcing assumptions about difference and affinity. Arce, Rebedello, and Magaña 
reveal how the articulation of pan-ethnic migrant politics often mobilized an elite patriarchal 
logic  that  only  addressed  gender  hierarchies  and  racial  schemas  as  tangential  to  building  a 
cohesive political community in the United States and across the Americas. In contrast, Rostau's 
articles and novella mark a more skeptical approach to pan-ethnic solidarity. Rostau's portrayal 
of  gender  and class  conventions  as  frustrating  pan-ethnic  migrant  relationships  indicates  an 
ambivalence about both the possibility of a counter-hegemonic mode of latinidad and the results 
of interethnic affiliations structured by heteronormative alliances.
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While the pan-ethnic and cosmopolitan imaginaries in San Francisco print culture reflect 
the various ideological commitments of migrant cultural workers, one point where they converge 
is their investment in advancing and testing forms of alliance able to produce a sense of common 
struggle among urban transnational migrants in the United States. The articulations of pan-ethnic 
and cosmopolitan modes of alliance in  San Francisco migrant  print  culture  expose how the 
project of building communities and political formations able to address the unequal distribution 
of power in the United States and across the Americas requires a rethinking of both national 




Race and Colonial Hauntings in the Celluloid Contact Zone
In May 2009,  the Turner  Classic Movies network screened a  series titled “Race and 
Hollywood:  Latino  Images  in  Film.”  Hosted  by  Chon  Noriega,  Chicano  film  historian  and 
director of the University of California, Los Angeles Chicano Studies Research Center, the series 
featured films grouped into eight categories:  “Spanish Dons and Senoritas in the Silent Era, 
Border  Films,  Small  Ethnic  Towns,  Miscegenation,  Social  Problems,  Families,  Youth  and 
Gangs, and Musicals”  (Turner Classic Movies 1). Each category featured important films in 
Chicano film history such as Salt of the Earth (1954), Stand and Deliver (1988) and My Family 
(1995), as well as one of the few Hollywood films to portray Puerto Rican characters, West Side 
Story  (1961).  The  organization  of  Turner's  “Latino  Images  in  Film”  series  offers  an  useful 
snapshot  of  how scholarly and popular  spheres  intersect  to  create  a  historical  genealogy of 
Latino  representation.  The  tone  of  the  press  release  and Turner's  selection  of  Noriega  as  a 
scholarly  co-host  frames  the  series  as  both  entertaining  and  pedagogical.  The  press  release 
encourages  viewers  to  watch  the  films  to  learn  about  the  “the  progression  of  how Latino 
characters and culture are depicted in cinema” while also indulging their desire for the spectacle 
of early and contemporary Westerns, Zorro adventure films, and, of course, musicals such as 
West Side Story (Turner Classic Movies 1). 
Turner's  promotional  materials  foreground  the  fine  line  between  asking  viewers  to 
critically  engage  the  representation  of  Latina/o  characters  and  recirculating  racist 
representational  conventions  as  a  source  of  entertainment.  In  this  chapter,  I  explore  the 
implications of using early Hollywood representations of Mexican and Californio characters to 
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trace Latina/o cultural histories. Scholarship on representations of Latina/os in Hollywood film 
during the 1910s-1930s primarily addresses two elements of early film: the roles associated with 
Mexican and Puerto Rican characters in popular films and early Mexican and Puerto Rican 
actors  in  Hollywood.  The  Turner  Classic  Movies  series  follows  the  former  category  of 
scholarship very closely.  For example,  Arthur Pettit  and Raymund Paredes have argued that 
early 1910s films adapted nineteenth century Mexican and “Spanish” tropes circulating in dime 
novels and popular literature, setting the standard for later Hollywood portrayals of Mexican 
characters and actors. Charles Ramírez Berg and Carlos E. Cortés have traced how early film, 
and  later  Hollywood  film,  further  consolidated  the  representation  of  Latino  characters  by 
consistently portraying Mexican characters as sexual, comic, and criminal. The few early films 
to depict Puerto Rican characters, Richie Pérez has shown, follow a similar trajectory through 
the use of tropicalist tropes and the pathologization of Puerto Ricans in the United States.
More recent scholarship on silent and early sound film actors and Hollywood genres has 
started to explore how the history of Latina/o representation in early films has overlooked the 
more  complex  operation  of  the  industry  and  how actors  negotiated  genre  conventions  and 
typecasting. Clara Rodríguez, Mary Beltrán, and Myra Mendible have revisited how silent and 
early sound film actresses such as Dolores del Rio and Lupe Velez may have performed roles 
that fulfilled U.S. public fantasies of Latina sexuality while  also challenging the status quo 
through their negotiations with the studio system and public. Camilla Fojas and Juan Alonzo 
have reevaluated genres such as the border film and Westerns to argue that familiar Hollywood 
genres and tropes reveal the production of competing nationalisms and critical reconstructions of 
border politics.
When read in juxtaposition with the Turner Classic Movies series on “Latino Images in 
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Film,” both categories of scholarship on Latina/o representation in early twentieth century film 
offer readings of the films, actors and the film industry that rest on the assumption that films 
performed a hegemonic role in 1910s-1930s culture. Early portrayals of Latina/os in early films, 
these  studies  indicate,  served  to  reinforce  racial  hierarchies  and  uphold  U.S.  imperialist 
narratives normalizing the conquest and exploitation of Mexican, Puerto Rican, and indigenous 
subjects  in  California  and  the  Caribbean.  While  these  films  undoubtably  circulated  and 
strengthened  definitions  of  racial  difference,  I  am interested  in  revisiting  how we  read  the 
political work of early twentieth century films. Like other forms of media, the political work of 
films  takes  place  on  screen,  but  ultimately  relies  on  the  viewer's  reading of  the  images  or 
narrative. Stuart Hall has argued that viewers engage media through a process of “decoding” the 
ideological meanings “encoded” in texts. He outlines three hypothetical modes of engaging with 
media:  the  dominant-hegemonic,  the  negotiated,  and  the  oppositional  position  (115-116).  A 
dominant-hegemonic reading decodes the text in terms of the “pattern of preferred meanings” 
encoded in the text, not questioning the ideological platform or assumptions in the text (Hall 
113). As Hall argues, the “pattern of preferred meanings” in a given text generally follows the 
ideologies and social order that have been institutionalized as “common sense” (115). Negotiated 
readings, however, decode texts by taking the “preferred meanings” into consideration, but also 
producing and allowing other meanings to influence the interpretation of a text. Lastly in Hall's 
outline, oppositional readings reject or ignore the ideological position encoded in the text and 
decode the text using alternative ideological or cultural frameworks (116). 
While not without its problems due to the potential for viewers to engage with media in 
many different ways at once and the lack of neat socioeconomic identifications among viewers, 
Hall's  distinction  between dominant,  negotiated  and oppositional  readings  provides  a  useful 
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entry point for rethinking the political work of the films featured in the Turner Class Movies 
series. If  attending to Hall's  distinction between the different  modes of decoding or reading 
expands  how  we  read  early  Hollywood  film,  historian  Vicki  Ruiz’s  account  of  Mexican 
American women's film viewing practices during the early twentieth century offers an even 
more compelling motivation to revisit the function of early Hollywood film. From her interviews 
with Mexican American women who grew up in the 1930s, Ruiz argues that Mexican American 
teenagers may have viewed Dolores del Rio as a role model, yet the young women performed 
negotiated readings of the cultural and political messages in early film by selectively integrating 
dominant U.S. gender and assimilationist ideologies into their daily practices (58). The stories 
about negotiating dominant U.S. and their parents' gender codes that the women recount to Ruiz 
indicate that the women used elements of Hollywood film narratives as a point of reference for 
constructing their own narratives about their parents' policing of gender practices and the impact 
of racial hierarchies on their lives during the 1930s. Ruiz's discussion of the varying reception of 
Hollywood film during the 1930s raises a number of questions about the role of film in migrant 
communities and the political work of early Hollywood film narratives more broadly. If Mexican 
American  women  read  both  with  and  against  the  narratives  about  assimilation  and  other 
hegemonic  social  codes  in  popular  film,  what  elements  of  the  films'  narratives  and 
representations  support  counter-narratives  or  traces  of  other  stories  about  modern  racial 
relationships? Furthermore, in the context of this dissertation project, to what extent do early 
Hollywood films about San Francisco make visible dominant racial ideologies and points for 
viewers to potentially challenge narratives about imperialism and conquest in the Americas? 
While extensive research on the reception of popular film among migrant viewers in the 
1930s  would  provide  important  insights  into  the  function  of  Hollywood  film,  this  chapter 
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explores the more accessible politics of visual narratives about San Francisco in early sound 
film. I juxtapose one of the films featured in Turner's “Spanish Dons and Senoritas in the Silent 
Era”  category,  Old  San  Francisco (1927),  with  archival  photographs  of  1906  earthquake 
refugees to reread and discuss the structural limits to recovering Latina/o migrants' relationships 
with each other or other racial formations in early twentieth century visual culture.  Old San 
Francisco plots a history of disaster and urban redevelopment that focuses on the relationship 
between Californio, Chinese, Anglo and Irish communities in San Francisco during 1906, the 
year  of  the  earthquake  and  fire  that  destroyed  the  city.  The  film  pathologizes  Chinese 
im/migrants and recasts Mexican Californios as off-white subjects always-already belonging to 
the U.S. nation-state. Its portrayal of race and property  ownership contributes to shaping the 
public imaginary not only about the earthquake, but also the social and spatial organization of 
the city. The film strategically elides the presence of African American, Puerto Rican, Mexican, 
and Nicaraguan migrants and renders Chinese migrants hyper-visible in order to constitute the 
assimilated nuclear family and domestic structure as ideal modes of affiliation and alliance for 
Californio subjects and Mexican migrants.
Through an analysis of the film's narrative and compositional components, I examine the 
processes that render  Mexican, Central American, and Caribbean migrant histories impossible 
or,  at  least,  difficult  to  locate within visual  texts and the broader  archive of  early twentieth 
century  San  Francisco.  I  show how a  series  of  characters,  when  combined  with  the  film's 
melodramatic mode and loosely-knit  plot, can be read as traces of the transnational migrant 
formations at odds with the film's visual management of San Francisco's history. The film, I 
argue,  operates  as  a  celluloid  contact  zone,  an  imaginative  and  material  space  where 
representations of multiple histories of migration and empire intersect and make visible shifting 
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configurations of power. I close the chapter by placing the film in conversation with archival 
photographs depicting earthquake refugees in San Francisco. The film and photographs, I argue, 
illustrate how alternative migrant histories and social formations can be embedded even within 
visual and historical narratives portraying urban spaces as always-already white. Up until this 
point,  my  examination  of  the  various  representational  tools  and  strategies  San  Francisco 
migrants developed to negotiate the U.S. imperial regime has rested on the basic assumption that 
migrant literary and print texts provided the means for self-expression and the theorization of 
collective forms of affiliation. By turning to  Old San Francisco and archival photographs, I 
conclude the dissertation with an analysis of the problem of locating migrant affiliations and 
alliances in modern visual culture and how  the enduring absence of non-elite, San Francisco 
Latina/o  cultures  in  popular  representation  has  implications  for the  production  of  historical 
narratives about Latina/o cultural expression. 
Old San Francisco
As one of the first Vitaphone features,  Old San Francisco bridged the silent and sound 
eras by including a plot reminiscent of silent romances and the addition of newly developed 
sound technology. Marketed as a historical melodrama, Old San Francisco was directed by Alan 
Crosland and starred silent film actress Dolores Costello, the future “Charlie Chan” actor Warner 
Oland, and Anna May Wong. Released three months prior to the “Jazz Singer,” the Vitaphone 
score was an attraction in and of itself; the San Francisco Chronicle promoted both the story and 
the short musical interludes as the primary reason why readers should see the film.”72 
The critical and popular reception of Old San Francisco focused on the film's ability to 
re-present San Francisco prior to the 1906 earthquake and provide a thrilling reenactment of the 
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earthquake.  Reviews in the  San Francisco Examiner,  San Francisco Chronicle,  Los Angeles 
Times, and New York Times commended the staging, especially the Chinatown set, and promoted 
the film as a “good melodrama.”73 As journalist Lawrence Reid remarked, Old San Francisco's  
plot  undermined  a  suggestion  of  realism,  but  was well  produced  and  included  empathetic 
characters who compensated for the film's sensationalism and exaggerated emotional register.74 
Given the  actors,  the  action  and suspense,  he  recommended the  film for  all  audiences  and 
advised theatre owners to emphasize the stylization of Dolores Costello and the portrayal of the 
San Francisco earthquake to potential audiences.75 As a result of the film's accessibility to a wide 
range of audiences,  Motion Picture News reported that  by October 1927, seventy percent of 
theatre  owners  rated  ticket  sales  as  predominately  “Good”  on  a  scale  of  “Poor”  to  “Big” 
turnout.76 Warner Brothers reported that the film grossed $638,000.77
Reviewers' emphasis on the melodramatic mode of the film points to the film's unique 
combination of recognizable racial tropes and exaggerated representational techniques.  Unlike 
earlier  and later films that  represent  the interactions of one or two racial  formations in San 
Francisco, such as  A Trip to Chinatown (1926) and San Francisco (1936), Old San Francisco 
constructs San Francisco as a place where colonial cultures come in contact as it tells the story of 
the struggle between the Californio Vasquez family and Chris Buckwell, a businessman who 
attempts to acquire the Vasquez rancho and hacienda overlooking San Francisco. In a unique 
twist, the film broadens the legal and economic stakeholders in the Californios' land claim to 
include Chinese merchants, Irish lawyers, and Anglo businessmen. Buckwell's efforts to seize 
the  Vasquez  land  and  eventually  Dolores,  the  Vasquez  granddaughter,  are  thwarted  when 
Dolores  and  her  Irish  lover  Terrence  O'Shaughnessy  dramatically  reveal  to  the  white  legal 
establishment and Chinese power brokers that Buckwell has been passing as white and hiding 
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his Chinese ancestry. Although the groups holding power fluctuate and negotiate with each other 
as  the  film progresses,  the  film uses  a  range  of  melodramatic  devices  to  ensure  that  racial 
hierarchies  and  distinctions  remain  intact.  Through  various  melodramatic  twists  the  film 
vehemently condemns Buckwell's manipulation of racial boundaries and the threat he poses to 
Dolores when he unsuccessfully tries to rape and abduct her. The film reaches the height of its 
critique of Buckwell in a climactic portrayal of the 1906 earthquake as a response to Dolores' 
prayer for divine intervention after Buckwell abducts her a second time and tries to sell her as a 
“sex slave” to a Chinese merchant. Following the death of Buckwell in the earthquake and the 
escape of Dolores and Terrence, the film concludes with a shot of Dolores, Terrence, and their 
child  gazing  at  the  “new”  San  Francisco  below  them.  The  final  vision  of  the  future  San 
Francisco sutures any radical revisioning that its representation of cross-cultural encounter and 
negotiation may have prompted.
As Old San Francisco tells a story about the encounters and negotiation among Spanish 
colonial subjects, U.S. colonial subjects, and migrants, the film also creates a space of encounter 
for audiences that amplifies the political work performed by the film. Warner Brothers promoted 
Old San Francisco as a feature offering audiences thrills and spectacle based on three elements: 
a “reconstruction” of San Francisco's pre-1906 Chinatown “underworld,” the romance between 
Dolores and Terrence, and the reenactment of the 1906 earthquake and fire.78 The emphasis on 
Chinatown in the publicity materials previews how the assumptions about the film's audience 
contributed to the mobilization of some of the most racist depictions of Chinese im/migrants 
during the early twentieth century.  Michael Rogin has noted that  Old San Francisco,  a film 
released  in  1927,  was  one  of  the  few films during  this  period  to  continue  depicting  Asian 
characters through the lens of turn of the century “Yellow Peril” discourses (129). As the film 
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publicity  suggests,  producers  assumed  that  the  use  of  recently  familiar  Chinese  character 
formulas and the Chinatown set would draw a large audience. Producers sought to capitalize on 
the popular narratives depicting early Chinatown as an exotic and dangerous site available to 
Western exploration and slumming. As Anthony Lee and Sabine Haenni have shown, turn-of-the 
century photography and early films about  Chinatown trained readers and viewers to to see 
Chinatown as a visual commodity. Chinatown functioned as “an imaginary space of social and 
cultural relations between the colonizing and colonized people of the empire (Lee 11). Old San 
Francisco functioned in a similar manner to the photographs and early films produced about 
Chinatown. It relies on what Ana M. López has described as the ethnographic power of cinema. 
The film reactivates and enhances an Orientalist imaginary by both centering “Chinese” figures 
as an appropriate object of the viewer's gaze and “provid[ing] the audience an experience of 
them”  (López,  405).  In  this  way,  Old  San  Francisco functions  as  both  a  productive  and 
disciplinary medium. The film presents a mediated encounter for viewers that meets and exceeds 
already cultivated expectations about  the racial  formations in urban contact  zones.  The film 
authorizes the fantasy of Chinatown and notions of racial difference, further compounding the 
pathologization of Chinese im/migrants. 
Old San Francisco's mobilization of early twentieth century conventions to construct the 
Chinese characters in the film illustrates how racial difference in the film appears as a legible 
trait.  Similar  to  the  deployment  of  familiar  plot  lines  and  tropes,  the  film  employs  and 
manipulates recognizable representational conventions linked to notions of racial difference. The 
characters  do  not  do  not  appear  as  psychologically  complex  individuals.  Instead  the  film 
produces  meaning  through  stock  representational  tropes  that  follows what  Martha  Stoddard 
Holmes has described as the central convention in melodrama: the production of  “a mode of 
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experience in which value ('depths') resides in the embodied moment itself” (20). Rather than 
offer a portrait of the psychological life of the characters, the film includes characters whose 
“intense exteriors” express the emotional and moral schema of the film (Holmes 20). Or as Peter 
Brooks has explained, melodramatic characters appear as “bod[ies] seized with meaning” (11). 
The Chinese merchants' quick hand movements and Orientalist makeup and costuming mark the 
ethnic  and  racial  status  of  each  character,  rendering  concrete  the  film's  policing  of  racial 
boundaries.
Like the simultaneous pathologization and racialization of Chinese characters through 
exaggerated “ethnic” costuming, the film's representation of the Californio characters portrays 
Californio  customs  as  a  marker  of  unassimilable  difference.  Dolores  Vasquez's  elaborate 
mantillas,  corseted dress,  and slow sweeping movements across the set  present a version of 
femininity coded as Spanish. By emphasizing Spanish tropes in the representation of Dolores, 
Old San Francisco strays from the three most popular character types associated with Mexicans, 
Mexican Americans and California more broadly in silent and early sound film: the greaser, the 
Latin lover, and the Mexican spitfire.79 Even as the Spanish tropes affiliate Dolores with Europe 
rather  than  indigenous  populations,  however,  her  character  remains  visibly  exotic  and  “off-
white.”80 The Spanish aesthetic  in early film, Margarita  de Orellana has shown,  consistently 
emphasized that Californios and Mexicans “remain[ed] culturally and racially inferior to the 
North American” (13). In  Old San Francisco, the elaborate costumes and stylized hair make 
Dolores an artifact of the past. Her extravagant gowns and mantillas function as “iconographic 
and ethnographic shorthand” for establishing Dolores as the exotic other of the U.S. conquest 
fantasy (Mendible 9).  
While  the  correspondence  of  the  film's  stylistic  tropes  with  popular  conventions 
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demonstrate that the film relies on visible markers to make race and a moral standard legible, 
racial difference is also performative in Old San Francisco. If Dolores's costuming signals her 
“off-white” racial status, the plot clarifies that her racial status also arises out of her distance 
from the film's fantasy of the social world of “modern” San Francisco. As the film moves from 
the Prologue (a series of scenes marking the development of San Francisco from the seventeenth 
to nineteenth centuries) to the first sequence set in the twentieth century, it casts the Vasquez 
family's attempt to preserve an aristocratic lifestyle as destined to fail since their priorities do not 
align with the Anglo investment schemes and resource extraction introduced at the turn of the 
nineteenth century. The crumbling ruins of the Vasquez chapel, fountain, and great rooms in the 
scenes set in the twentieth century signal the intertwined economic and social decay caused by 
Don Vasquez and Dolores's attempt to preserve bloodlines and their reluctance to adopt U.S. 
economic modes. Cutting between a long shot of bright city lights and the dark Vasquez ranch, 
the film underscores a sense of untimeliness and difference as Don Vasquez warns Dolores: “The 
city  surges  up  toward  us.  It  will  bury  us  and  our  traditions  beneath  an  alien  civilization” 
(Intertitle 28). By casting the Vasquez characters as premodern and entrapped within the gothic 
remnants of the conquest, the film depicts the Vasquez characters' social and economic practices 
as  undermining  their  historical  right  to  maintain  ownership.  Their  temporal  nonconformity 
renders them out-of-sync with the modern “Metropolis of the Pacific” (Intertitle 1). 
At  first,  the  film's  representation  of  the  Vasquez  family  as  failed  economic  actors 
suggests  an equivalency between Chinese and Californio dispossession.  The  Vasquez's  “off-
whiteness” may give them slightly more power relative to the Chinese characters within San 
Francisco's legal and racial hierarchy, yet they are equally as vulnerable to Buckwell and other 
Anglo capitalists  who take advantage of legal codes rendering Spanish land grants null  and 
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excluding Asian migrants from owning land in California. However, the film stifles this potential 
disruption  to  its  representation  of  race  as  fixed  and legible  by  its  portrayal  of  the  Chinese 
merchants as zealously embracing the economic models that the Vasquez family refuses. Instead 
of indicating that the Chinese merchants occupy a higher position relative to the Californios 
within the Bay Area racial order through their engagement with modern capitalism, the film's 
characterization of the Chinese merchants's economic practices and, in particular, Anna May 
Wong's character, “Flower of the Orient”/San Toy, actually reactivates nineteenth and twentieth 
century U.S. Orientalist discourses and representative schemas.81 Old San Francisco remobilizes 
toxic  stereotypes  of  Chinese  migrants  as  ruthless  businessmen  and  Chinese  women  as  co-
conspirators  who  prioritize  profits  and  power  rather  than  performing  normative  U.S.  social 
codes. By equating the destruction of Chinatown during the earthquake with moral retribution 
against the land acquisition schemes of the Chinese merchants and Buckwell, the film recasts the 
legal Asian exclusion of migrants and laws against Asian property ownership as a divine edict. 
The  film's  voyeuristic  portrayal  of  Chinatown and  Chinese  migrants  as  inherently  criminal 
capitalists serves to frame the Anglo, Irish and Californios characters as upholding normative 
social and economic practices. In this way, the Chinese characters function as a point against 
which  Dolores  and  Don  Vasquez  are  rehabilitated  as  white  even  as  they  are  not  initially 
incorporated into the white racial category and do not fully perform all of the characteristics 
embodied by the Anglo and Irish characters. 
The representation of race as legible in Old San Francisco and the portrayal of Chinese 
and Californio characters as bearers of racial difference follows a formula of exclusion and racial 
hierarchy consistent with ideological and political frameworks during the 1920s and 1930s. Yet, 
I find that the film slightly departs from conventional representations of Californio and Mexican 
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characters through its representation of San Francisco as a contact zone where race and power 
shift  as  a  result  of  performance  and spatial  power  relations.  Rather  than  rationalizing  U.S. 
imperialism in the Bay Area by reinforcing a stable racial hierarchy of white domination and 
Californio and Chinese subordination, the film gradually reracializes the Californios with respect 
to  both  the  Chinese  characters  and  Irish  characters.  As  I  show  in  the  next  section,  the 
performances of the characters illustrate  how the film moves between definitions of race as 
inherently  legible  and  the  production  of  racial  difference  through  performance  and  space, 
exposing how the narrative engages in a process of racial re-ordering as it projects a revisionary 
history of San Francisco. 
The instability of the legible markers of race in the film arises, perhaps counterintuitively, 
as a result of the melodramatic mode of the film. Like the melodramatic devices and styles in 
Latina/o  migrant  print  culture,  Old  San  Francisco privileges  the  body  as  a  site  producing 
meaning. To a degree the movements and stylization of the characters in  Old San Francisco 
coalesce over the course of the film to match essentialist conventions of race that emphasize 
phenotype or rely solely on static visual readings of the body. However the film's melodramatic 
formal devices and exaggerated racial  performances by Buckwell, Dolores, and Terrence show 
that  the  repetitive  movements  and  gestures  of  the  characters  provide  only  a  limited 
understanding of race. Although the film presents Buckwell as inherently evil, his ability to pass 
within the film world at first  threatens the consistency of formulas of racial difference in  Old 
San Francisco. 
Played by Warner Oland who gained fame for his role as a Jewish cantor in  The Jazz 
Singer (1927), Dr. Fu Manchu in 1920s films and Charlie Chan in 1930s serials,  the character 
Buckwell brings the problem of racial legibility to the foreground and makes visible how Old 
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San Francisco introduces a racial rubric built on the spatial and performative production of race 
as an attempt to accommodate Buckwell's threat to definitions of race based on legibility. In the 
first sequence of shots focusing on Buckwell, the film introduces him as a character occupying a 
liminal racial position. The first shot places Buckwell at the center of a crowd of Irish and Anglo 
lawyers as he chastises a group of Chinese merchants for trying to acquire property outside the 
boundaries of Chinatown. Buckwell occupies the role of a sinister white capitalist  ruthlessly 
pursuing greater property and power consolidation. His body appears “unmarked” as white due 
to his light skin tone (exaggerated by obvious makeup) and his European clothing. The spatial 
division between the Chinese merchants and the Irish and white lawyers surrounding Buckwell 
further codes him as white by association. Although exaggerated costuming gives visual cues, 
the scene produces racial difference primarily through the spatial organization of the actors and 
the viewers’ ability to read across and compare the characters' mannerisms. The camera edits 
cross shots of the Anglo and Irish businessmen and lawyers near Buckwell's desk, the Chinese 
merchants on the opposite side of the room, and Buckwell with Terrence at his side. The posture 
and facial movements of the lawyers and businessmen remain stern and threatening while the 
Chinese merchants' sidelong glances at each other suggest that they are suspicious of Buckwell 
and look to each other  to  plan their  next  action.  In  this way,  racial  difference is  embodied 
through the performance of stereotyped gestures and the film's placement of various characters 
performing stereotypes relative to each other. The racialization of the bodies in the room occurs 
in the scene through the lateral and diagonal contrasts encouraged by the staging and editing.
Although later scenes “reveal” that Buckwell does not have access to the full privilege of 
whiteness due to his Chinese heritage, the visual appearance and triangulated racial status of 
Buckwell  in  this  scene  and  throughout  most  of  the  film  confuses  the  coherence  of  racial 
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boundaries. Noting the scene where Buckwell stands flanked by the Anglo and Irish lawyers and 
at a distance from the Chinese merchants, the film reviewer for the  San Francisco Examiner 
finds that “in this and subsequent incidents [in Old San Francisco] there is very little upon which 
to  feed  this  pride  of  us  Nordics.”82 Whether  referencing  Buckwell's  success  at  passing  as 
evidence of the Anglo characters' inability to fully police whiteness or identifying Buckwell as 
exemplary of the corruption of the Anglo characters, the San Francisco Examiner review shows 
how Buckwell,  whether  passing  in  the  film  or  to  the  viewer,  makes  visible  the  economic 
registers  of  whiteness  as a  racial  category even as  his  character  confuses a  rubric  of  racial 
legibility. He reveals that the ruthlessness attributed to the Chinese characters in the film apply 
also to those characters racialized as white. Buckwell's ability to pass within the film world, until 
Dolores's divine/spiritual revelation in the last section of the film, exposes the inconsistencies in 
Old San Francisco's presentation of racial difference as coherent and legible. 
Compared  to  the  portrayal  of  the  Vasquez  characters,  the  initial  scenes  focused  on 
Buckwell  show how the  racialization  of  the  characters  in  the film occurs  not  only through 
comparison, but also the characters' racially coded performances within different spaces. After 
Buckwell  threatens  and  dismisses  the  Chinese  merchants  and  Irish  and  Anglo  lawyers,  he 
carefully exits the room through a secret panel in the wall. The camera quickly cuts to a shot of 
Buckwell descending an elaborate staircase into a subterranean room with a large altar at the 
center. Accompanied by “Chinese” background music, he lights incense at the bottom of the 
altar, puts on a robe and skull cap and kneels before the altar to ask for forgiveness for “the sins I 
have committed against my own people” (Intertitle 69). Between shots of Buckwell kneeling, 
there are two shots of a cage enclosing a dwarfed man Chang Loo, whom we later learn is 
Buckwell's brother.
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As the  scene  shifts  from Buckwell's  office  to  his  subterranean  chamber,  Buckwell's 
actions suggest that his racial performances shift depending on the form of power he cultivates at 
a particular moment in the film. When Buckwell dresses himself in the robe and skullcap in his 
secret chamber in order to pray in front of an Orientalist fantasy of a Chinese altar, the character 
who appeared “white” now appears “Chinese.” While Buckwell's Orientalist clothing signals 
that perhaps Buckwell is a Chinese or Eurasian man passing as white, the shot sequence in the 
subterranean scene leaves open the possibility that Buckwell is a white man passing as Chinese, 
further foregrounding the tension in the film's portrayal of race as both legible and performative. 
Buckwell's racial performance takes place through crosscut shots with varying camera angles 
that move the viewer between Chang Loo who wears heavy makeup and Orientalist “Chinese” 
clothes  in  the  cage  and Buckwell  dressing  himself  in  an  Orientalist  version  of  a  robe  and 
skullcap. When contrasted with Buckwell's “Chinese” performance, Chang Loo's exaggerated 
makeup and stylization, as well as his admonishment of Buckwell for taking advantage of the 
Chinese  merchants,  suggests  that  the  two  characters  do  not  share  an  affinity  beyond  their 
clothing. While foreshadowing the film's later reracialization of Buckwell as Chinese, the scene 
exposes how even in a film circulating visible tropes of racial difference the meaning of these 
tropes relies on a combination of editing, actions, and location.83 
As Buckwell exposes how race is both performative and (il)legible on the body in the 
film,  his  character  also  illustrates  how  the  racialization  of  one  figure  contributes  to  the 
racialization  of  other  characters.  Buckwell  features  as  the  primary  figure  initiating  the 
reracialization of the Californios as white and therefore eligible for entering into both economic 
and reproductive alliances with white power brokers in the Bay Area. Although the film does not 
clarify  Buckwell's  racial  status  until  late  in  in  the  film,  the  dramatic  tension  and  threat  of 
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miscegenation resulting from Buckwell's  desire  for  Dolores  works to  both exclude him and 
incorporate Dolores into the social order the film projects on San Francisco's future. Dolores 
becomes the proper object  of Terrence's  desire  only once Buckwell  initiates  his attempts to 
acquire her and the Vasquez land. Yet it is important to note that film's logic of accommodation 
and assimilation depends on normative performances of gender and sexuality. Only Dolores, not 
her  grandfather,  can  enter  modernity.  The  film's  focus  on  her  relationship  with  Terrence 
repeatedly frames her reproductive and domestic capabilities as allowing for assimilation. The 
film's selective deployment of racial scripts to characterize Dolores changes as her relationship 
with Terrence becomes more prominent. After her grandfather's death and her acceptance of 
Terrence's marriage proposal, she appears in a modern black dress that signals mourning and her 
entrance into modernity. The loss of the costuming that signaled her off-whiteness at the moment 
when  she  becomes  Terrence's  fiancé  marks  her  assimilation.  In  this  way,  marriage  as  a 
heteropatriarchal kinship formation operates as the mechanism facilitating her full reracialization 
as white and casts U.S. claims to her land as a result of consent. The activation of scripts of 
patriarchy  and  reproduction  signals  both  the  threat  and  possibility  created  by  incorporating 
Californio women into the United States. Dolores appears both as a racially ambiguous other 
threatening U.S. racial  classifications and as a white subject  to be recuperated into the U.S. 
national family through marriage to Terrence. 
By  mobilizing  Orientalist  and  imperialist  character  stylizations,  Old  San  Francisco 
reflects not only how racial categories congeal through repetition and but also how the process 
of racialization and racial ordering require viewers' participation. In the tradition of melodrama, 
the film outlines a moral schema concerning Buckwell's transgression of racial boundaries and 
Dolores's recuperation as a white subject that relies on viewers' feelings of fear, pleasure, shame, 
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and  relief  in  response  to  the  film's  portrayal  of  characters  and  plot  devices.  As  Old  San 
Francisco encourages viewers' emotional investments in the characters, the film illustrates how 
its melodramatic mode is a crucial component of the process of racial ordering in the film. Even 
more importantly, the film's melodramatic mode amplifies the tension between its portrayal of 
race as not only legible on the body but also performative and spatially produced.
To a degree, Buckwell's successful manipulation of the racial configuration of property 
and profit while passing as white indicates a skepticism in the film about an economic system 
that  ultimately  prioritizes  profit  over  racial/social  codes.  However,  as  the  film  increasingly 
demonizes Buckwell, the narrative reflects an overwhelming anxiety about the stability of racial 
codes rather than capitalism per se. Comparing the film's characterization of Buckwell to the 
portrayal of Dolores and the Vasquez family shows how the film circulates a warning about 
racial passing and engages in a process of racial ordering that reracializes the Vasquez family in 
order to manage whiteness, colonialism, and property. 
Melodramatic Haunting in Old San Francisco
The mechanics of  racial  ordering in Old San Francisco reveal  the inconsistencies in 
racial  meanings  and  performances  that  the  film  quickly  displaces  with  the  melodramatic 
recuperation of Dolores as bearer of San Francisco's future. When read in the context of popular 
film in the 1920s, the racial performances of the characters and the film's framing techniques 
point to the way that the form of melodrama and its aesthetic components can simultaneously 
reinforce and expose inconsistencies in urban racial hierarchies. More importantly, however, I 
find that Old San Francisco's representation of the intersection of colonial legacies and migrant 
formations in urban space offers a rare opportunity for understanding the dialectical operation of 
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celluloid contact zones and hegemonic narratives more broadly. By figuring San Francisco as a 
site  where  multiple  colonial,  racial  and  migrant  formations  converge,  the  film,  especially 
through its amplified melodramatic mode, illustrates how traces of historical and ideological 
counter-narratives  are  embedded even in narratives  rationalizing  white  domination and U.S. 
imperialism. Just as the production of racial meaning in Old San Francisco points to unresolved 
tensions and inconsistencies within processes of racial ordering, the melodramatic mode of the 
film, I argue, also makes visible its inability to completely suture the fissures in its portrayal of 
white domination as an inevitable and divine edict.
It  may appear naïve to argue that  a film with hyper-visible racial  tropes and a white 
assimilationist  narrative  contains  traces  of  counter-hegemonic  histories  or  perspectives. 
However, I find that one of the most crucial scenes to the film's narrative, the moment when 
Buckwell's “true” identity is revealed, points to how the film's ultimate resolution subordinates 
the history of colonialism and imperialism in the Bay Area. The scene begins with Don Vasquez 
threatening to kill Buckwell for attempting “to force shame upon an unsullied daughter of my 
race” (Intertitle 147). As Buckwell tries to reason with him, Don Vasquez has a fatal heart attack. 
Alone with Buckwell and her grandfather's body, Dolores repeats Don Vasquez's dying cry that 
“a  Vasquez  avenges  a  Vasquez”  and  turns  to  Buckwell  wielding  the  conquistador's  sword 
featured in the Prologue and declares that Don Vasquez's “soul is with his God-- who also is a 
God  of  Vengeance!”  (Intertitle  149).  Between  shots  of  Arturo,  the  one  remaining  Vasquez 
servant, ringing the chapel bell  to signal Don Vasquez's death and a close up of Buckwell's 
contorted face, Dolores is transformed into her father's avenger as she stands in the center of the 
camera frame holding the conquistador's sword and superimposed images of her ancestors crowd 
around her, the last of the Vasquez line. As she moves toward Buckwell with the sword, an 
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intense light  exposes her  face and the  synchronized sound effect  of  the  bell  increases.  The 
camera cuts  to  a  shot  of  Buckwell  looking fearfully  at  the bells  and a  second shot  of  him 
crouching in front of a statue of Jesus with a Virgin Mary statue out of focus in the background. 
An intertitle explains what happens next as the film shifts back to a close-up of Dolores's very 
large eyes highlighted by bright light: “In the awful light of an outraged, wrathful, Christian 
God,  the  heathen soul  of  the Mongol  stood revealed”  (Intertitle  151).  The  scene ends with 
Buckwell running out of the chapel gate as Dolores kneels at the chapel altar with her sword.
The staging of Dolores's realization that Buckwell has been passing as white dramatizes 
the  temporal  and  spatial  dimensions  of  racialization  while  simultaneously  illuminating  the 
fissures in the film's narrative. Buckwell's racial status relies on the viewer's interpretation of his 
actions. Edited close-ups and long shots of Buckwell's crouching frame and his contorted face 
with the sound effect  of ringing bells  indicate  that  the Christian iconography and Dolores’s 
appeals to divine power immobilize him. Yet it is only through the juxtaposition of the intertitle 
and  Dolores's  astonishment  that  clarifies  it  is  his  fear  and  inability  to  move  that  ruptures 
Buckwell's ability to pass as white. The coalescence of two forms of difference, religious and 
racial,  through the intertitle's interpretation of Buckwell's actions illustrates the temporal and 
contingent  nature  of  racialization.  Old  San  Francisco frames  Buckwell  as  simultaneously 
threatening and establishing the borders between white subjects and racialized others. The threat 
Buckwell carries relies not only on his ability to perform whiteness at each moment but also to 
traverse spaces undetected. Successfully passing requires that he avoid appearing temporally or 
spatially out of place. Yet in the scene following Don Vasquez's death, his actions disrupt the 
racial and religious protocols maintained by Dolores and illuminate his threatening proximity. In 
this way, the film presents Buckwell, as representative of Chinese migrants, as a figure whose 
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position relative to other groups renders them pathological or racially other. And it is this process 
of marking difference that further illustrates the conditional nature of the film's representation of 
Dolores as white within the racial hierarchies. Dolores's dramatic struggle with Buckwell shows 
that she fully completes the transition from racial other to white subject only when placed in 
physical relation to Buckwell.
Dolores's  transition  from  an  exotic  other  to  the  manifestation  of  white  femininity 
constructs her as an object of sympathy and suggests a continuity between Spanish colonialism 
and U.S. imperial claims to San Francisco. Yet the scene also disrupts the trajectory of the film 
and produces what I find to be the disruptive potential of its historical narrative. In her challenge 
to Buckwell following Don Vasquez's death, Dolores's body literally and symbolically functions 
as the point where alternative spatial temporalities converge. In contrast to the sidelong shots of 
Buckwell's crouching posture,  Dolores appears illuminated in the center of the frame as she 
holds the conquistador's sword. The sword signals the Vasquez's past while also appearing as a 
cross as she holds it to her chest. Her stillness and steadfast posture suggests a righteousness that 
becomes more pronounced as hazy images of her ancestors start to emerge from the darkness 
and move to join her. Played by the same actors featured in the Prologue as the original Vasquez 
patriarchs and matriarch, the ghostly figures create a visual genealogy that lends credibility to 
Dolores's  sudden  change  from  a  docile  character  to  a  potentially  violent  avenger.  But  the 
appearance of the Vasquez ancestors arrayed behind Dolores goes beyond representing Dolores's 
courage as an inherited trait preserved through the Vasquez's preservation of elite bloodlines. 
The ghostly intervention allows the reemergence of the colonial past to both consolidate and 
interrupt  the  film's  progress  narrative.  They  offer  a  visible  manifestation  of  what  Carey 
McWilliams has described as “Spanish fantasy heritage” in historical  and popular narratives 
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about California.   The ghosts not only confirm that Dolores, as the modern descendant of the 
Spanish aristocracy, has a genealogical right to the land, but that her impending marriage to 
Terrence will legitimize future land transfers. This sense of continuity and rightful inheritance 
allows the film to suggest that 1920s class and racial hierarchies are “a natural continuation of 
the longstanding hegemony of white Californians” (Pitti 99). However, Dolores's elite colonial 
position remains intact only through the application of a revised set of rules. Just as her place 
within the Spanish colonial and Mexican hierarchy is derived from subordinating indigenous 
subjects, she only holds power over Buckwell since his “true” identity makes him unable to 
acquire land legally under U.S. laws. 
I read the Vasquez ghosts and the scene of illumination as a moment that exposes Old 
San Francisco as a political ghost story. While the visual convergence of past and present is an 
extra-ordinary moment in the film, the scene illuminates the internal structure and contradictions 
of its progress narrative. The colonial logic and hierarchies that the film “normalizes” become 
momentarily visible through the Spanish ghosts. Describing the political potential of haunting, 
Avery Gordon argues that attending to cultural ghosts can reveal “the conditions under which a 
memory was produced in the first place” (22). In her assessment, the ghost, whether figurative or 
a sensibility produced by a text, functions as a “symptom of what is missing” (Gordon 63). 
Rereading ghosts as traces of the invisible histories and systems that impact cultural production 
and the stories that texts tell,  for Gordon, is crucial in order to attend to the fissures within 
dominant histories and create “countermemor[ies], for the future” (Gordon 22).
 In Old San Francisco, the ghostly conquistadors and the Vasquez matriarch manifest the 
links between the violence of Spanish colonialism and the film's depiction of San Francisco in 
1906. Simultaneously, however, the ghosts momentarily challenge the incorporation of Dolores 
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into  the  U.S.  imperial  order  by  calling  into  question  Dolores's  willing  participation  in  the 
assimilationist  trajectory.  The  confrontation  between  Dolores  and  Buckwell  in  the  haunting 
scene  takes  place  through an assemblage  of  shots  focused on the  conquistador's  sword,  the 
ghostly apparitions, Buckwell's fearful posture, religious statues, and Dolores's illuminated face. 
The rapid crosscut close-ups that juxtapose Dolores, the ghosts, the sword and the crumbling 
chapel indicate that the material relics of Spanish colonialism, the sword and the religious icons 
in the chapel, give Dolores the power to defend her right to the land as well as assert  self-
determination. The haunting and the relics enable Dolores momentarily to appear as an agent 
rather  than  a  figure  repeatedly  traded  back  and  forth  among  various  men.  Closing  with  a 
juxtaposition between a long-shot of Buckwell wildly running toward the rancho gate and a 
close-up  of  Dolores's  radiant  face,  the  scene  opens  the  possibility,  albeit  foreclosed  by  the 
resumption of the film's dominant narrative in the following scenes, that Dolores will pursue a 
course of action that will resist U.S. imperialism or, at the very least, patriarchal authority.
If we attend to the ways that the colonial ghosts make visible the suppressed histories and 
alternative futures  embedded in the  film's  assimilationist  narrative,  the scene also raises the 
question: what other ghosts haunt the film? As the ghostly specters insert the Spanish colonial 
past into the present of the film, their appearance points to other forms of haunting embedded in 
the film, primarily the ways that indigenous peoples, Mexican nationals, Chinese im/migrants, 
and Black migrants function as the shadows that the film simultaneously creates and attempts to 
avoid. In particular, while rehearsing the history of conquest, the ghosts and Dolores obscure the 
Spanish  and  Mexican  role  in  oppressing  indigenous  and  mestizo  subjects.  The  only 
representation  of  the  otherwise  invisible  labor  force  of  Spanish  colonialism is  the  Vasquez 
servant Arturo. While not on screen for long periods of time, Arturo foregrounds the inherent 
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contradictions of the film's historical narrative. His brief ghostly presence contradicts the film's 
representation of elite Californios as the only community to bridge the Spanish, Mexican, and 
U.S. regimes in California. 
While just Arturo's specter alone functions as a trace of historical narratives subordinated 
by the film, his character also,  in the chapel  scene,  initiates a temporal  disruption that  runs 
counter  to  the  film's  dominant  narrative.  Following  Don  Vasquez's  death,  Arturo  almost 
immediately begins ringing the chapel bell. The second Vitaphone sound effect of the film, the 
tolling bell continues steadily throughout the confrontation between Dolores and Buckwell. The 
bell takes on a rhythm of its own rather than matching the action on the screen. This temporal 
dissonance  allows  for  two  narrative  trajectories  to  exist  in  parallel  during  the  scene.  The 
revelation that  Buckwell  has  been passing occupies  the foreground while  the repetitive bell 
marks the passage of time on a broader scale by registering Arturo's presence. The ringing bell 
does not end until the scene abruptly ends. The enduring resonance suggests a continuity and 
permanence even if Arturo remains invisible and off-camera. His location at the margins of the 
scene follows the film's general characterization of Arturo as a silent, unassuming servant for the 
Vasquez  family.  Unlike  the  exaggerated  visual  stylization  of  Buckwell,  San  Toy,  or  even 
Dolores, the film racializes Arturo through his role as a subaltern within the Vasquez rancho. 
Arturo's invisible presence throughout the film, emphasized by the ringing bell, calls to mind the 
long  history  of  Spanish  religious  and  economic  oppression  of  indigenous  and  mestizo 
communities within the Bay Area. In this way, I read the sound effect as an aural haunting or 
aural  memory  within  a  text  reactivating  the  ghosts  of  Spanish  colonialism to  further  erase 
indigenous, non-elite Californians, and Chinese im/migrants from the historical imaginary. The 
historical  presence  of  indigenous subjects  may not  be  visibly  representable  like the  ghostly 
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Spanish conquistadors, but the bell functions as an aural refraction of subalternity. It suggests an 
alternative historical terrain of survival and permanence operating at a different rhythm than the 
masternarrative of progress offered by the film.
I read Arturo and the bell soundtrack as projecting a countermemory due to the excessive 
melodramatic form of the film. While the overall structure clearly mobilizes Western romance 
conventions  and  an  Orientalist  aesthetic,  I  contend  that  the  heightened  symbolic  economy 
presented  in  the  chapel  scene  foregrounds  the  artificiality  of  the  characterizations  and  the 
incoherence  of  the historical  narrative.  Throughout  the film,  Arturo,  Dolores,  and Buckwell 
appear not as authentic or even probable representations but as obvious caricatures rehearsing 
familiar melodramatic formulas such as the villain and damsel in distress.84 Similar to the literal 
indication of mediation in the case of the layered film required to superimpose the ghosts behind 
Dolores, the mobilization of melodramatic stock characters foregrounds the constructed nature 
of  the  film  world.  When  combined  with  the  often  poorly  adjusted  shot  sequences,  stark 
Vitaphone sound effects and exaggerated costuming and performances, the plot and characters 
are visibly exaggerated to such an extent that it requires a conscious effort of selective reading to 
consider  them  ideologically  consistent.  Rather  than  circulate  a  coherent  narrative,  the 
exaggerated, mediated nature of the film, as Mae Tinée's review of the film for the  Chicago 
Daily Tribune suggests, produces a recognizable sensational fantasy: “[Old San Francisco] is a 
melodrama  as  IS  a  melodrama!  It  is  lurid  with  fire,  moral,  mental  and  physical,  and  the 
earthquake—earthquakes—I'll  tell  you!”  (31).  Tinée's  review  demonstrates  that  viewers 
understood  the  film  to  be  both  historically  inaccurate  and  politically  sensational  in  its 
combination of “moral, mental and physical” twists. If we follow Tinée's reading of the film as 
the  epitome  of  melodrama  in  both  its  sensational  plot  and  reception,  the  exaggerated 
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representations  suggest  that  Old  San  Francisco  viewers  recognized  how the  film offered  a 
mediated portrayal of San Francisco's past and the various residents of the city. Whether or not 
viewers'  fluency  in  Western  romance  conventions  encouraged  a  critical  or  complacent 
engagement  with  the  film, I  find  that  the  extreme  emotional  and  political  register  of  the 
melodramatic mode allows for a range of readings  and often produces moments of unresolved 
instability through its excesses.
My emphasis on the exaggerated sets and performances is not to suggest that a camp 
aesthetic  or  sensibility  pervades  Old  San  Francisco.  The  film's  pathologization  of  Chinese 
sexuality and the reinforcement of scripts of imperialism and whiteness are not ironic in the 
manner of later twentieth century forms of melodrama. The film's concluding title leaves no 
room for doubt about the film's sincerity: “The ashes of disaster have blown away-- the sea 
breeze sweeps through cleansed streets of the Oriental quarter-- the city that was has become the 
San Francisco that is-- serene, sunlit and beautiful on its thrice seven hills--” (Intertitle 204). The 
critical  potentials  and  alternative  possibilities  emerge  then  out  of  the  exaggerations, 
contradictions,  and  literal  as  well  as  symbolic  traces  of  historical  ghosts  embedded  in  the 
narrative. The form and melodramatic mode do not produce representations of autonomous or 
fully formed oppositional subjects. Rather the fluctuations within the representational network of 
the  film  project  migrant  subaltern  shadows  that  contest  the  ideological  foundations  of  the 
narrative. 
Rereading Arturo and the film as a ghost story also exposes how Chinese migrants haunt 
both the Latina/o past  and the Bay Area.  The conclusion's  attempt to suture the ideological 
fissures created by Buckwell overlooks two additional challenges to the narrative arc: Anna May 
Wong's character “Flower of the Orient”/San Toy and Angelo Rossitto's portrayal of Buckwell's 
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brother  Chang Loo.  I  read  San Toy and Chang Loo as  characters  similar  to  Arturo  whose 
seemingly  inconsequential  actions mark an  alternative  politics  of  location  within imperialist 
scripts. While Arturo offers an alternative temporal landscape, the film's representation of San 
Toy and Chang Loo calls for rethinking the relationship among migrant formations in urban 
contact zones. This is not to say that the representation of the two characters demonstrates that 
the film critiques Yellow Peril discourses. In fact, not long after filming Old San Francisco Anna 
May Wong left Hollywood to escape the rigid typecasting of Asian women characters.85 Rather, 
narrative disruptions initiated by San Toy and Chang Loo point to potential political formations 
that exceed the film's dominant narrative about early twentieth century San Francisco. 
 As Buckwell's accomplice, San Toy provides the labor necessary not only to carry out 
his schemes, but also maintains the subterranean chamber where he keeps his brother caged. 
James Moy suggests that the film's efforts to cast San Toy's affiliation with Buckwell as willful 
functions  as  a  psychological  rationale  for  remobilizing  nineteenth  century  Anglo-American 
constructions of Chinese women as sexually available and subservient (89). In this way, San Toy 
serves as the foil to Dolores's characterization as docile, sexually restrained and racially pure. 
The few shots that feature both San Toy and Dolores encourage this comparison by placing them 
on opposite sides of Buckwell. The first still, reprinted in the novelized version of the film as 
“Buckwell In the Hands of His Victims,” depicts the scene where Dolores leads the Chinese 
merchants, Irish lawyers, and Anglo businessmen to Buckwell's subterranean altar and reveals 
that  Buckwell  has  been  passing  as  white.  The  misce-en-scène  marks  the  convergence  of 
subplots. The varied directionality of the characters'  gazes creates a web of visual lines that 
complicate the film's previous focus on the triangulated relationship among Dolores, Buckwell, 
and Terrence. Buckwell's gaze places Dolores at the center of the frame while the Anglo and 
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Irish characters peering over the altar toward Buckwell and the Chinese merchants form lateral 
visual lines directed at Buckwell and San Toy. The diagonal visual path between Dolores and 
San Toy serves to differentiate their positions with Buckwell's schemes, but also attributes the 
tension between the two characters to their  divergent  perspectives.  Dolores's  position as the 
object of Buckwell's gaze, in contrast to San Toy's place at the edge of the frame, reflects how 
the production and defense of modern white femininity increasingly motivates the plot. Even the 
challenging nature of Dolores's gaze at San Toy contributes to reinforcing the film's portrayal of 
white  femininity  as  more  desirable.  Dolores's  gaze  appears  as  though she has extended the 
pathologization of Buckwell to San Toy and contributes to displacing the tension between her 
and Buckwell onto San Toy rather than the imperial patriarchal logic structuring the scene. 
Yet San Toy's gaze appears to momentarily disrupt the racial and sexual dichotomy that 
the  film encourages.  Depending on the  viewer's  angle,  San  Toy  appears  as  if  she  gazes  at 
Dolores or looks toward the camera. San Toy's gaze, like Arturo's audible performance, makes 
visible a set of possibilities embedded within and exceeding the camera frame. In one sense the 
character's  gesture strengthens the  film's  activation of  misogynistic  and toxic  stereotypes of 
Chinese femininity as a threat to white patriarchy. It could signal her decision to assist Buckwell. 
However her multidirectional gaze also generates a transgressive moment that undermines the 
stereotype. She is equally posed to corroborate, undermine, or abstain from Dolores's campaign 
against Buckwell. Her orientation away from Buckwell, the merchants and the lawyers suggests 
that her physical and social location arises out of the strategic manipulation of the social order. 
Regardless  of  the  intentions  of  the  character  or  Anna  May  Wong  as  the  actress,  this 
inconclusiveness delays the confirmation of the stereotype and challenges the film's presentation 
of the consolidation of white patriarchy as inevitable. Her location, posture, and the direction of 
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her gaze register a potential for action independent of Buckwell. By bringing notice to herself 
and her potential to cross the boundaries of stereotype and white heteropatriachy, San Toy's gaze, 
however brief, gestures toward the possibility of other historical trajectories. She stands ready to 
challenge the regulatory cultural logic manifested in the film world. 
The degree to which traces of alternative political schemas are embedded in  Old San 
Francisco is even more pronounced through the sequences featuring Chang Loo, Buckwell's 
brother.  The  film  emphasizes  Chang  Loo's  physical  difference  to  mark  the  boundaries  of 
normative  masculinity  and  sexuality.  Although  his  character's  exaggerated  performance 
reinforces  categories  of  difference,  Chang  Loo  interjects  a  more  intricate  narrative  and 
representational  problem  unresolved  through  the  films  mobilization  of  conventional  racial, 
ableist tropes. I read the character as expanding the possibilities invoked by Arturo and San Toy; 
Chang Loo foregrounds the ways that the racialization of each character occurs relative to other 
characters in the film. And more importantly, he directly and obliquely interrogates the colonial 
management and disciplining of racialized bodies. 
Chang Loo first  appears  as  a  moral  standard against  which  the  viewer  can  interpret 
Buckwell.  The  film  introduces  Chang  Loo  as  Buckwell's  victim  and  his  spiritual  advisor, 
emphasizing that “dwarfed by nature-- caged by man -- Chang Loo's soul nevertheless dwelt 
with his Gods” (Intertitle 68). As Buckwell performs the ritual that reracializes him as Chinese, 
Chang Loo critiques Buckwell's exploitation of the Chinese merchants and predicts his demise. 
Portraying Chang Loo as the moral antithesis to Buckwell, however, does little to undermine the 
film's ableist and eugenicist frame that presents his stature as a socially disabling trait. As the 
critical discussion concerning Chang Loo has pointed out, the meanings projected onto his body 
reinforce the film's pathologization of Chinese migrants and in particular Chinese women. James 
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Moy argues that  Buckwell's death removes one of the only “Chinese characters representing 
fully psychologized individuals” (90) Chang Loo survives and San Toy dies in the earthquake, 
Moy contends, since his character symbolizes a “disfigured” difference that does not sexually or 
politically threaten “the future of San Francisco” (90). The film's framing of Chang Loo's body 
contributes to the film's construction of whiteness, heterosexuality and masculinity as inherently 
able-bodied. The film forecloses any representation of Chang Loo as a sexual constituent let 
alone a desiring subject.  The shots depicting Chang Loo, in particular long-shots repeatedly 
focusing  on  Chang  Loo's  body  that  are  crosscut  with  close-ups  of  the  faces  of  the  other 
characters, frame his body as manifesting difference and vulnerability in contrast to the other 
characters. Yet unlike Moy, I read Chang Loo as “fully pscyhologized” to the extent any of the 
characters appear as complex figures. Even as the film primarily figures Chang Loo as “non-
normative” and  powerless, the final earthquake sequence depicts moments where the character 
calls into question the film's representation of whiteness, able-bodiedness, and masculinity as the 
sole  requirements  for  successfully  negotiating  the  power  structures  within  the  film  world. 
Following the scene depicted in “Buckwell In the Hands of His Victims,” Terrence frees Chang 
Loo as San Toy turns out the lights in the subterranean chamber and helps Buckwell escape as he 
drags Dolores with him. Once they realize Buckwell has captured Dolores again, Chang Loo 
leads Terrence through the “labyrinths of that mysterious 'Inner Circle'” in search of Dolores and 
Buckwell  (Intertitle  191).  Crosscut  with  a  sequence  focused on Buckwell's  attempts  to  sell 
Dolores to a wealthy Chinese merchant, Chang Loo and Terrence run through a complex set of 
winding paths and large wooden stairways reminiscent of modernist industrial aesthetics. The 
pair gets close to the chamber holding Dolores and the Chinese merchants, but does not reach 
the room before Dolores beings to recite the Lord's Prayer and the 1906 earthquake strikes. 
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Between crosscuts of the destruction of the chamber holding Dolores and extended shots of 
people above ground screaming and running in the midst of shaking buildings and fire, Terrence 
and Chang Loo wait in a doorframe for the earthquake to end. Once the shaking stops, they 
climb over beams and pillars into the chamber holding the bodies of Buckwell, San Toy, the 
Chinese merchants, and Dolores. While Terrence revives Dolores, Chang Loo finds Buckwell 
alive and climbs on top of the pillar holding Buckwell down. When Buckwell finally dies, the 
shot closes with Chang Loo laughing as he jumps up and down on Buckwell's body. 
The  chase  sequence  and the  scene  depicting  the  aftermath of  the  earthquake offer  a 
different perspective on the characterization of Chang Loo. The film depicts Chang Loo, when 
caged by Buckwell,  as limited to spiritual contemplation and moral analysis. Once freed, he 
continues to be cast as an advisor but his alliance with Terrence appears more out of convenience 
than a desire to recover Dolores. Film historians have tended to read the function of little people 
within  early  Hollywood  films  as  primarily  providing  a  contrasting  and  definitional  role  in 
defining able-bodiedness.86 The last  shot of Chang Loo jumping on Buckwell's body reflects 
conventional tropes of the grotesque body and spectacle in silent film, but also counters the 
film's  previous  characterization  of  Chang  Loo  as  concerned  with  spirituality  more  than 
revenge.87 His laughter and actions reflect a psychological transition lacking in other characters. 
Unlike the emotions expressed by Dolores, Buckwell, and Terrence over the course of the film, 
Chang Loo's laughter does not function as the embodied expression of a single characteristic. 
The  pleasure  Chang  Loo  displays  in  finding  his  brother,  Buckwell,  crushed  to  death 
problematizes the celebration of kinship as the primary form of alliance and affiliation in the 
film. His actions, to a degree, reinforce the representation of Chinese migrants as nonnormative 
and  threatening  U.S.  social  codes.  However,  considering  his  previous  role  as  a  moral  and 
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spiritual standard, this scene also strongly suggests that the production of family cannot fully 
resolve the narrative tension.  Chang Loo's successful  pursuit  of Buckwell  as a  result  of his 
camaraderie  with  Terrence  and his  response  to  his  brother's  death  gestures  toward  political 
formations not immediately recognizable through the film's primary narrative equating progress 
with white, able-bodied heteropatriachal kinship. The tone of revenge and cynicism projected 
through Chang Loo present not a fully developed migrant subject but a positionality or location 
with a critical potential. Instead, in the context of his previous ethical evaluation of Buckwell, 
Chang Loo's performance suggests a cynicism toward the film narrative's moral imperative of 
heteronormative reproduction. 
The last two scenes of the film, in particular, expose how Chang Loo indexes potential 
histories that exceed the film's heteropatriarchal progress narrative. In the last  shot featuring 
Buckwell, the camera fades out as Chang Loo laughs as he celebrates his brother's death. The 
film then cuts to a long shot aerial view of the rebuilt city and subsequent shots of Dolores, 
Terrence and their child that ends in the intertitle summarizing that “the city that was has become 
the San Francisco that  is”  (original emphasis Intertitle 204). What I find interesting about the 
sequence of the long shot of Chang Loo and the intertitle concerns the attempt to suture the 
disruptive potential Chang Loo introduces to the film's ending. He survives the earthquake, but 
remains unaccounted for in the last sequences portraying the new “family.” This narrative and 
representational gap allow a range of narrative possibilities that exceed the film's investment in 
casting white reproduction as securing the city's future. Chang Loo's echoing laughter and absent 
presence at the conclusion of the film introduce a countermemory to the progress narrative of the 
film. His character challenges the status quo through his critique of Buckwell's exploitation of 
anti-Asian property laws to attain power and highlights the legacy of exclusion based on the 
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convergence of hierarchies of race, gender, ability, and sexuality. More importantly, however, his 
character,  although shaped through racist  and abelist  tropes,  gestures  toward the stories and 
histories absent from the screen. Despite the film's attempt to fix the Chinese, Mexican and 
Californio characters  through formula,  the spatial  and temporal  fluctuations,  representational 
excesses, and narrative gaps produce a celluloid contact zone. The film stages the convergence 
of a range of toxic representations of racial difference with the traces of histories that run counter 
or perhaps orthogonally to imperial progress narratives. 
Traces of a Latina Past
The third section of this chapter reads photographs of refugees who survived the 1906 
earthquake against the narrative staged in  Old San Francisco. I show how these photographs 
reflect a similar progress narrative centered on the nuclear family, yet also index other histories 
of  Bay  Area  affiliations  and  Latina/o  migration.  The  contrast  between  the  film  and  the 
photographs  foregrounds  how  migrant  representation  is  tied  to  the  distinctive  formal  and 
material qualities of visual media. Photography limits textual expression to a single image and at 
times a caption. The lack of a sense of mobility in photography presents an aesthetic moment 
frozen  in  time.  As  André  Bazin  argues,  it  is  this  arrested  temporal  scale  that  gives  the 
photograph a sense of authenticity and documentary credibility lacking in other forms of visual 
representation (13). In contrast, early Vitaphone films function as a bricolage of visual and aural 
texts creating meaning through temporal and spatial configurations of intertitles, images, and 
sound  effects.  Because  the  narrative  emerges  through  a  back-and-forth  between  action  and 
intertitles, the material process of editing and staging are more apparent in early sound films and 
silent  predecessors  than  photography.  Vitaphone  films  cannot  hide  and  actually  rely  on  the 
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fictional dimension of visual representation that is obscured in still photography.
When considering these two modes of visual representation together, the temporal and 
specifically cinematic techniques indicate a divergence in representational form that at first may 
appear too vast for comparison. Yet as Charlie Keil has shown, turn-of-the century photographic 
standards of composition, thematic content, and aesthetics structured silent and early sound film 
(33). Film directors and editors manipulated photographic practices through editing and mobile 
camera techniques. The similarity between the aesthetic practices and thematic conventions of 
still photography and early film point created a popular visual language that spanned the two 
media. It is because of these correspondences between early twentieth century still photography 
and  early  sound  film  that  I  explore  how migrant  traces  in  earthquake  refugee  photographs 
function in similar ways to the disruptive moments in the film. I show how still photographs 
depicting earthquake refugees can be read both as texts paralleling the film's projection of a 
heteronormative  future  for  San  Francisco  and  as  traces  of  migrant  formations  obscured  by 
dominant narratives about San Francisco's past. 
Unlike  Old San Francisco's portrayal of the 1906 earthquake as ultimately generating 
heteropatriachal bliss, the earthquake and fire actually devastated the city to such a degree that 
relief efforts continued up to four years after the initial disaster. At its height, the fire extended 
over 4.7 miles and close to 3,000 people died in collapsed and burning buildings (Rozario 73). 
The material effects of the earthquake on the redistribution of property and space extended to the 
realm  of  cultural  production  as  well.  Immediately  following  the  earthquake,  literary 
dramatizations of the earthquake and fire became popular forms of relating the sensations and 
emotions produced by the shock waves and the crisis that followed. Most narratives published 
within  one  to  two  years  of  the  earthquake  relay  first-hand  accounts  of  the  experience  and 
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descriptions  of  the  damage  in  the  form  of  a  travelogue.88 In  the  relief  reports  and  official 
documents, the characters and informants that populate these narratives are almost exclusively 
described as white “Americans,” Irish, and Italian. The large Chinese population that survived 
the earthquake is conspicuously absent from the accounts.
While brief, traces of Mexican, Puerto Rican and Central American migrants do appear 
in  traditional  archival  sources such as  relief  records and periodicals.  Directly  following the 
earthquake, San Francisco elites and the U.S. military constructed refugee camps on high ground 
as the fire spread across the city. Texts such as the San Francisco Relief Survey of 1913 and 
1908 Red Cross Reports identify the Lobos Square refugee camp as housing “Porto Ricans, 
Mexicans and others of mixed Latin races” (The Survey, 575).89 The Lobos Square refugee camp 
consisted of tents and wooden cottages for 3000 refugees. According to the Relief Survey of 
1913, the city eventually planned to relocate refugees to two tracts of land for a permanent 
cottage settlement. These settlements were to be managed by a Mexican woman from the city 
and a Puerto Rican man recently arrived from Hawaii.  By 1913, a number of Lobos Square 
refugees rented a space and moved their cottages to the land.90 
The brief discussion of Puerto Rican and Mexican earthquake survivors in relief records 
demonstrates  more  than  the  presence  of  Latin  American  and/or  Latina/o  formations  in  San 
Francisco; the descriptions suggest a range of social relationships that fall outside of the family 
structure idealized in  Old San Francisco. The relief records note that there were a number of 
female-headed households in the camp and emphasize that the Mexican land manager and her 
daughter  exemplify  the  nonnormative  status  of  their  community  due  to  the  absence  of  a 
patriarchal figure in their household (308). When comparing the relief report's representation of 
the former Lobos Square camp residents to its  depiction of “native-born whites,” the report 
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places Mexican and Puerto Rican residents outside the boundaries of acceptable and desirable 
gender codes and kinship formations.  They do not resemble the ideal  subjects of aid or the 
nuclear family presented at the end of Old San Francisco.
Rereading  relief  records  against  the  film  narrative  delineates  the  contours  of  the 
normative codes structuring the imaginative archive. As the work of Emma Pérez has shown, 
assumptions about what constitutes evidence often contribute to the erasure of race,  gender, 
nation, and sexuality in the construction of historical narratives. Not only are limited definitions 
of evidence at fault for narrowing the scope of the archives, but common forms of “narrative 
emplotment”  in  Latina/o  histories  (generational  conflict,  patriarchal-focused  history,  and 
movement-based frameworks) generate reactivate narratives still tied to colonial power (Pérez 
27).  Pérez's  argument  that  the  mode  and  form  of  historical  narratives  are  central  to  the 
construction  of  the  imaginative  archive  is  particularly  useful  when  analyzing  texts  like  the 
earthquake relief records and still photography of earthquake refugees. Like my reading of Old 
San Francisco, I am interested in the way that the earthquake artifacts can be read as evidence of 
both  the  absence  and  presence  of  Latina/o  and  nonnormative  migrant  formations  in  early 
twentieth  century  San  Francisco.  The  texts,  I  argue,  can  be  used  to  plot  a story  about  the 
earthquake and its aftermath that rationalize racialized and classed gender hierarchies. However, 
the very same details that provide evidence that imperial histories of San Francisco can often 
support counter-narratives or even stories that move orthogonally to hegemonic dialectics and 
conventions in Latina/o histories of California. In the next section,  I turn to two photographs 
taken in the Lobos Square earthquake refugee camp to show how it is possible to read the texts 
as artifacts both supporting and calling into question popular and academic narratives about San 
Francisco's past. Like my reading of Old San Francisco, I argue that the photographs show how 
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seemingly  incidental  elements  of  representations  of  migrant  formations  can  support  and 
challenge  the  coherence  of  heteronormative  kinship  discourses  and  the  historic  erasure  of 
indigenous, Mexican and Puerto Rican communities within visual culture.  
The majority of photographs of the Lobos Square refugee camp show refugee cabins 
surrounding three large water tanks. Taken by military officials, the Red Cross, and amateur 
photographers, the photos present an elevated perspective of repeating rows of cabins receding 
into the distance in a  continuation of the diagonal  lines of  the cabin roofs.  Lacking even a 
glimpse of the camp's residents, the photograph presents the camp as a model for relief efforts. 
Removed from the daily life of the camp, the framing of the photograph literally and politically 
manages  camp  inhabitants  by  prioritizing  infrastructure  and  orderliness  rather  than  the 
inhabitants. The camera reinforces an external perspective rather than creating an image that 
calls on the viewer to engage with the people who live there. 
In the few portraits of Lobos Square refugees, the photographs depicting children and 
families in front of their tents or cottages match the detached perspective of the photograph of 
the camp cabin roofs. The photograph captioned “Rest of the family not at home” (1906), for 
example, depicts a man and four children posing in front of a refugee tent with the flaps open. 
Although  the  caption  indicates  that  family  members  are  absent  from  the  photograph,  the 
composition  of  the image and its  corollaries  featuring  refugees in  other  camps presents  the 
patriarchal family as a formation able to survive disasters. Inside the tent a child, three women 
and a man look toward the camera. The half-smiles of the two girls symmetrically stationed at 
either end of the tent and the smiling woman inside the tent provide a backdrop for the stern, 
sidelong gaze of the man at the center of the photograph. If we read the photograph with respect 
to the caption, the tent and its inhabitants perform the domestic sphere of “home” while the man 
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poses outside of the tent with an air of responsibility and propriety. The arrangement of the 
figures models heteronormative kinship and suggests that the family, as a social formation, can 
transform a tent into a “home.” 
Reading  “Rest  of  the  family  not  at  home”  as  evidence  of  early  twentieth  century 
performances  of  domesticity,  masculinity,  and  kinship  in  San  Francisco  relies  on  the 
documentary quality of the image. Unlike the intertitles and fictional  sequences in  Old San 
Francisco, the photograph is a singular image lacking an interpretive frame beyond the caption. 
The Lobos Square photos potentially teach the viewer about the material circumstances of the 
refugees. In the case of “Rest of the family not at home,” the subjects' bodies and smiles suggest 
their willing participation in giving the photographer a representative snapshot of family life in 
“Camp 5,  Fourth St.,  Sec.  A, Lobos Sq.” This reading, however,  overlooks elements of the 
photograph that disrupt conventional tropes of family and progress. I find that the posture of the 
children and man in the foreground endows the photograph with a sense of fatigue. The little 
girl's tilted head as she holds the puppy, the man's posture, and the bald child's stare suggest a 
tired patience that extends beyond the waiting period required for the camera's exposure. Taking 
into account how external points of reference give meaning to and contest the camp's function as 
an official temporary refuge, it is possible to read the arrested motion of the children and adults 
in as also reflecting forms of affiliation that fall outside the rubric of heteropatriachal kinship. 
The contrived arrangement of the women within the domestic space of the tent and the children 
standing awkwardly on the sides suggest a forced and possibly temporary relationship among the 
figures rather than a “natural” or unmediated performance of normative kinship conventions. 
The wary gazes of the bald child and the girl with the puppy seem to indicate that they sense 
how the camera will suspend them in time and the government archive. The subjects' posture 
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and expressions seem to suggest resignation to the conditions of the camp and the spectatorship 
of the camera rather than celebration of family.
If the stillness of the figures'  postures tell a different story about post-earthquake San 
Francisco  than  the  image  projected  in  Old  San  Francisco,  the  figures  also  encourage  a 
reconsideration of  the  spatial  and temporal  meanings  of  the  camp itself.  The  suspension of 
movement more broadly designates the refugee camp as a counter-space, or what Foucault terms 
heterotopia, sites produced to manage the crises and forms of deviance that call into question the 
norms and rules of a culture (23). Whether a prison, retirement home, or festival, heterotopias 
break traditional time by creating a sense of either “quasi-eternity” or temporal acceleration. The 
representation of the refugee camp reflects this most basic definition of heterotopia; the tents and 
the makeshift order of the camp appear as temporary solutions to the devastation created by the 
earthquake and fire. The transition of an empty public square into rows of overcrowded living 
quarters marks how the creation of the camp and its compulsory nature attempted to reinstate 
temporal order. Yet, the extra-ordinary rupture of time caused by the disaster remains visible. 
The makeshift temporary shelters as well as the subjects’ performance of stillness in “Rest of the 
family not at home” suggest an alternative narrative. Even though they are numbered and placed 
within orderly rows and sections, the tents mark the camp as a space-in-transition. The figures' 
postures and the structures of the camp appear both temporary and regular. The women, men and 
children appear patiently waiting for something happen or their situation to change. Their self-
conscious and seemingly practiced stillness suggests that time passes slowly within the camp, 
contrasting the quick resolutions to the earthquake pictured in progress narratives like Old San 
Francisco. 
The various ways to  read the the refugee camp photograph and the implications for 
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histories of San Francisco Latina/o cultural history are more pronounced in a later group portrait 
of Lobos Square refugees titled “Spanish Ladies Group” (October 11, 1908). “Spanish Ladies 
Group” depicts three rows of women and children in front of a refugee cottage that replaced the 
tents pictured in 1906. The Lobos Square water tower and tightly packed cottages frame the 
women who gaze at the camera. Like “Rest of the family not at home,” the caption naming the 
group and its location at the intersection of Francisco Street and Octavia Street complements the 
ethnographic composition. If we read the use of the word “group” as an institutional description 
and “Ladies” as a term of respect, the photograph appears to document the diverse membership 
of an organization for Hispanophone women in San Francisco. However, as earthquake relief 
records indicate, “Spanish” was also a blanket term used to describe the non-white section of the 
Lobos Square camp created by government relief agencies.91 If we read the caption's use of 
“Spanish” and “group” in this context, the photograph provides an image of the women living in 
the “Spanish” section of the segregated Lobos Square camp managed by national relief troops. 
Regardless  of  whether  the  photograph  depicts  a  local  organization  or  a  grouping 
produced by the  photographer  and the  state,  the  caption  designating  the  group as  “Spanish 
Ladies” collapses racial  and gender  categories  with a  linguistic culture.  The varying gender 
performances signaled by figures' different styles of dress and the range of the women's facial 
features shows how the caption elides San Francisco's history as a site where the legacy of 
slavery  converged  with  the  effects  of  on-going  U.S.  imperial  expansion  in  the  Caribbean, 
Pacific, and the western North American. By describing the diverse set of figures as “Spanish 
Ladies,” the caption casts their proximity to each other, the differing dress and facial features as 
markers of a coherent group. The caption consolidates what could be read as a evidence of the 
convergence of imperial histories within a contact zone into a single racialized, gender category.
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While  the  caption  collapses  racial  and  gender  categories,  it  is  possible  to  read  the 
caption's  description of  the women as  “Spanish” and “Ladies”  as  an effort  to  incorporate a 
diverse set of subjects into the historical narrative about the effects of the earthquake. During 
this  period,  “Ladies”  rather  than  “women”  and  “Spanish”  rather  than  “Mexican,”  “Puerto 
Rican,” or “African” designated a higher social rank. Moreover, if “Spanish Ladies Group” was 
the name of a social organization run by and for the Mexican, Puerto Rican, African American, 
and/or other women of color in the city,  the photograph serves as rare evidence of the San 
Francisco's  diverse  social  history.  However,  in  the  context  of  turn-of-the  century  portrait 
conventions  and the  heteropatriachal  portrait  format  modeled  in  “Rest  of  the  family  not  at 
home,” the camera does not organize the “Spanish Ladies Group” through the typologies of 
domesticity that  would match the social  rank designated by “Ladies.” As Laura Wexler and 
Emma  Teng  have  shown,  turn-of-the  century  photography  and  film  historically  represented 
racialized  women  and  men  outside  heteropatriarchal  representational  schemes.  From  group 
portraits  of  former  slaves  and  American  Indians  that  emphasized  assimilation  through 
institutional settings like the classroom and formal photography studio backdrops to the cropped 
images  selectively  showing  only  men  or  children  in  San  Francisco's  Old  Chinatown, 
photography  has  functioned  as  a  medium  for  producing  and  discipline  racialized  subjects 
(Wexler 142, Teng 55). The women and children featured in “Spanish Ladies Group” appear at 
the margins of the cabins in the Lobos Camp rather than shaded by the tent flaps like the women 
in “Rest of the Family Not at Home.” They stand literally and figuratively outside of domesticity 
and the “home.” Moreover, the outdoor setting and lack of official organizational emblems in 
“Spanish  Ladies  Group”  does  not  follow  the  organizational  photography  formulas  of  post-
earthquake  group  portraits.  Post-earthquake  photographs  of  San  Francisco  clubs  and 
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organizations such as the Outdoor Art League and the Forward Movement club depict women 
standing and sitting in a formal arrangement similar to the women “Spanish Ladies Group,” yet 
center signs and other markers of the formal organizational relationship of the members. Taking 
into  account  the  historical  legacies  of  photography  conventions  and  local  corresponding 
examples illustrates how the camera frames the “Spanish Ladies” outside the precepts of the 
“family,” “home” and social agency.
While “Spanish Ladies Group” can be read as further evidence of the visual management 
of racialized women's bodies, the women's self-stylization and anticipation of representational 
conventions  allows for  other  possible  narratives.  The  women's  mantillas,  rebozos,  and  hats 
suggest that they prepared for the sitting unlike the subjects of “Rest of the family not home.” 
Their  poses  and  expressions  compliment  their  formal  attire  and  mark  their  claims  to 
respectability and femininity. As a result of their self-stylization, it is possible to read the women 
as contesting the ethnographic gaze of the camera.  In one sense,  their  performance offers a 
vision  of  family  that  displaces  popular  narratives  of  assimilation  through  patriarchal 
relationships  like  that  of  Old  San  Francisco.  Although  the  absence  of  performances  of 
masculinity (with the exception of the child to the left of the woman with the brim hat) does not 
match normative representations of family, the arrangement of the women and children makes 
possible imagining kinship and affiliations outside of heteropatriarchal tropes. The diversity of 
dress  and  facial  features  indicate  cross-class  and  interethnic  encounters  that  suggest 
collaboration,  even  if  momentary,  and  challenge  the  singular  homogenizing  title  “Spanish 
Ladies.” In this way, the photograph speaks to prevalent historical racial codes and dominant 
frameworks,  but  also  tells  a  visual  story  of  interethnic,  non-patriarchal  relationships  that 
challenge the film industry's simplistic representation of California as populated only by “Dons” 
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and “Senoritas” or exclusively male working class social formations. 
The women's engagement with the camera through self-stylization foregrounds a broader 
question  about  the  possibilities  and  limitations  of  representational  agency  available  to  the 
Mexican, Puerto Rican, West Indian, African American, and indigenous women relocated to the 
camp following the fire and the destruction of the Latin Quarter. To what extent can the figures 
in  the  photograph,  as  temporally  and  spatially  defined  subjects  of  imperialism,  represent 
themselves within a medium frequently used to rationalize imperial expansionism and produce 
social hierarchies? Or, to put it in the succinct terms of Greg Grandin, “can the subaltern be 
seen” (111)? Grandin asks this question in relation to the self-stylization of K'iche families in 
mid-twentieth century portraits by a Guatemalan photograph. He argues that the self-stylization 
of K'iche portrait sitters demonstrates that “the subaltern can not only be seen, but they can also 
see and act” (111). Reading “Spanish Ladies Group” with respect to Grandin's question and 
analysis, the women and children not only perform the subaltern position of the racial “other” for 
the camera, but also style themselves in a way that claims respectability. Their dress and posture 
match  early  twentieth  century  portrait  conventions  associated  with  respectable  middle-class 
femininity (Severa 455).  However,  a  few of the figures wear a  combination of rebozos and 
mantillas  that  indicate  a  self-conscious  display  of  cultural  identity.  In  a  sense  the  women's 
performance  illustrates  Roland  Barthes's  reflection  that  the  subject  “transforms  [himself]  in 
advance into an image' (the photograph creates the body)” (Camera Lucida 10). The contrived 
nature of sitting for a portrait heightens the subject's awareness of her body and how she will 
appear. Photography re-centers the body as a point of reference in the subject's imaginary at the 
same time it functions as a visible trace of her. This process of anticipating representation has 
contradictory elements. In the case of “Spanish Ladies Group,” the women's self-stylization and 
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performance for the camera cohere with the ethnographic gaze's production of racialized bodies 
for visual consumption. To retain a sense of agency on the part of the women and children, the 
viewer must join Barthes in privileging the punctum or affective effects of photography over the 
historical circumstances (43). In Barthes's schema, the details that encourage the viewer to pause 
and look again limit the ethnographic gaze in photography. 
The  blurred  faces  of  the  two  women  symmetrically  flanking  the  point  of  infinity 
occupied by the woman with the large hat provide such a disruption to the “Spanish Ladies 
Group.” Whether an accidental or planned movement, the women turning their heads suggest an 
unwillingness to be represented in the photograph. When taking into account the women who 
turn away from the camera, the other women's steady gazes at the camera take on an air of 
skepticism  and  resistance.  They  may  perform  the  subaltern  in  a  dominant  reading  of  the 
photograph, but the women ultimately suggest a critical engagement with the lens through their 
self-conscious deportment as they look directly into or evade the ethnographic gaze.
Attending to the literal and metaphorical register of the blurred faces of the two women 
foregrounds a second, less obvious detail at the center of the photograph: the half-hidden woman 
standing behind the woman with the large brim hat. The only smiling figure in the photograph, 
the woman suggests a playfulness or moment of laughter absent from the larger photograph. 
Occupying  the  space  behind  the  central  figure,  she  literally  and  symbolically  marks  the 
photograph  as  a  contested  terrain.  Her  half-hidden  smile  suggests  that  other  figures  or 
characteristics  remain  strategically  or  unintentionally  hidden  from  the  camera's  gaze.  She 
acknowledges the camera by hiding her body, but does not offer any indication of why she is 
laughing or smiling. In this way, she calls into question the camera's ability to comprehensively 
document and freeze the women in time and space. Like the shadows cast by Arturo, San Toy, 
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and Chang Loo in  Old San Francisco, her smile and half-hidden position produce a refracted 
trace of other possible narratives about San Francisco.
Reflecting on what may seem to be extraneous details of “Spanish Ladies” has a number 
of  implications  for  the  emplotment  and  construction  of  early  Latina/o  cultural  and  literary 
histories. Since the 1990s, the Recovering Hispanic Literary Heritage Project has republished 
and expanded access to texts produced by Mexican, Central American, Caribbean, and South 
American writers living in the United States from the sixteenth to the twentieth century. As 
Chapter Two and Chapter  Four  of this dissertation illustrate,  the Hispanic Literary Heritage 
Project  has  recovered  a  set  of  periodicals  and  literary  texts  crucial  to  understanding  early 
twentieth century cultures of migration produced by Latin American and Latina/o migrants in 
the United States.  However, as Kirsten Silva Gruesz cautions, reclaiming texts as the literary 
predecessors  to  contemporary  Latina/o  novels  and  cultural  productions  can  create  a  narrow 
literary history and canon. Gruesz argues that  the movement of texts and cultural producers 
across the Americas during the nineteenth century complicates the linear genealogy offered by 
the U.S. Hispanic Literary Heritage Project framework. She argues that a “revision [of literary 
history]  requires  a  non-genealogical  view  of  Latino  identity  grounded  in  a  larger  web  of 
transamerican perceptions and contacts” (xii). Attending to the ways that texts and intellectual 
communities function as cultural crosscurrents traversing time and space will produce literary 
and cultural histories attuned to migrations and exchange that exceed national and reproductive 
genealogical logics.
Like  the  correspondence  and  literary  texts  produced  by  Cuban,  Mexican  and  Anglo 
American writers  discussed in  Gruesz's  reassessment  of  nineteenth century Latina/o cultural 
production, “Spanish Ladies” in conjunction with Old San Francisco suggests that revisiting and 
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creating a broader archive will reveal a complex network of relationships that exceed archives 
constructed through national logics. My reading of the photograph and film shows the limits of 
tracing  a  coherent  and  unified  narrative  about  Latino  representation  and  points  to  possible 
interethnic affiliations and non-national, non-patriarchal alliances among Mexican, indigenous, 
Caribbean, Asian, and other racialized migrants in the Bay Area. I find that the “Spanish Ladies 
Group” photograph is a useful example for probing the tension between institutional naming and 
the shifts provoked by expanding the archive. The photograph's caption names and produces the 
assembled women as a Hispanophone community, indicating that the photograph provides new 
evidence  for  the  long-neglected  study  of  early  Latina/o,  Chicana/o,  and  Puerto  Rican 
communities in San Francisco. Simultaneously, however, if we were to disregard the cultural 
work  of  the  caption  and analyze  only  the  visual  content,  the  photograph still  encourages  a 
reconsideration of  the  historical  past.  “Spanish Ladies  Group,”  even if  it  depicts  a  singular 
moment of convergence, offers compelling evidence of Douglas Henry Daniels's description of 
the early Bay Area as a place where Afro-Caribbean, African American, and other migrants 
mingled and cultivated a cosmopolitan culture (7).  Like  Old San Francisco,  the photograph 
indicates a more complex past that requires new archival rubrics and methodologies that place 
Latino  Studies  in  conversation  with  American  Indian  Studies,  Black  Studies,  and  Asian 
American Studies. 
Constructing a Latino archive that accounts for a wide range of imbricated social and 
racial formations requires more than an organizational shift. As I have aimed to show in this 
chapter and the preceding chapters, my dissertation recovers and reconsiders the cultural work of 
early urban migrant representations. I find that Old San Francisco and San Francisco earthquake 
refugee  photography  underscore  how investigating  traces  of  alternative  histories  embedded 
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within texts supporting dominant narratives can begin to address the exclusion and erasure of 
Latino histories within U.S. national narratives as well as. Instead of recovering or providing 
evidence of the subaltern subject  of U.S. imperialism, these mediums present the conditions 
produced by colonial formations and the countermemories interwoven in the imperial historical 
imaginary.  Old San Francisco and the “Spanish Ladies Group” photograph suggest that these 
histories  make  impressions  and  produce  effects  on  popular  narratives.  Rather  than  record 
migrant  social  formations,  early  sound  film  and  photography  register  the  conditions  of 
subalterneity  within  urban  landscapes  in  ways  that  expose  the  stakes  of  migrant  cultural 
production and political frameworks. Old San Francisco and the “Spanish Ladies Group” show 
that academic  conventions  of  emplotment  and  popular  culture  frameworks  like  the  Turner 
Classic Movies Latino film series recirculate tropes that limit and obscure how we imagine past 
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38 Concrete circulation statistics are difficult to assess. In 1930, Gráfico reported that readers cast a total of 23,520 
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the course of the year for the story that appeared each month. Given that there were twelve stories featured over 
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Doctrine see “¿Yo, Intervencionista?” Gráfico 30 Nov. 1929: 13; For an analysis of the League of Nations as 
threated by U.S. expansionism see  “Otro Triufo Yanqui” Gráfico 30 Dec. 1928: 20.
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see Medardo Figueroa's article in  Gráfico “Verdaderos y Falsos Panamericanistas.”  For calls to transamerican 
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and  “Editorial”  Gráfico  17  Feb.  1927:  1;  For  a  discussion  of  participation  in  New  York  City  politics  as 
advancing a broad antimperial politics see “Editorial” Gráfico 23 Sep 1928: 3.
43 For a discussion of Puerto Rican settlement patterns in New York City following 1898 see Sánchez-Korrol 
From Colonia to Community.
44 For extended responses to the representation of Puerto Rican migration as a “serious social problem” in the New 
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46 “The Cat and the Canary” (1922) was adapted by German Expressionist filmmaker Paul Leni in 1927. The silent 
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complex representation of ethical and moral conflict.
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Ricans focused on “affirm[ing] an ethnic-national identity” as a response to U.S. racial categorization (José 
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Sinnette's  Arthur Alfonso Schomburg, Black Bibliophile And Collector. For Schomburg's correspondence with 
McKay and Hughes, see the Arthur Schomburg Papers, in particular Box 5, folder 33 and Box 3, folder 23.
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54 See  Turner's  Caribbean  Crusaders  and  the  Harlem Renaissance for  a  detailed  discussion  of  the  political 
development  of  Anglophone  AfroCarribean  migrants  during  the  1920s.  In  particular  see  her  analysis  of 
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55 For a discussion of the contested categories of class, race and national imaginary produced by Cuban and Puerto 
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